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ABSTRACT 
 
 Music performance anxiety is common among musicians, and sometimes it 
severely affects public performance. Many musicians are not able to perform their best as 
a result of an increased anxiety level. The specific aim of this research study was an in-
depth description of how college piano majors in Taiwan dealt with issues of music 
performance anxiety (MPA), how MPA was experienced and discussed, and how these 
factors were associated with students’ debilitating symptoms of MPA. I also sought to 
identify if college piano professors used any coping strategies, methods and techniques in 
teaching private piano students and how they helped students to manage with MPA.  
  Research questions included a number of issues related to MPA, such as 
musicians’ musical development, previous exposure to stressful performance situations, 
the levels of their psychological and physiological arousal, their approaches to learning 
and motivation, their social and cultural backgrounds, their coping strategies, and how 
these factors were associated with students’ debilitating symptoms of MPA.  
 A qualitative research methodology was employed to conduct a multiple case 
study with questionnaires and interviews. The participants were 122 college piano major 
students from three universities located in southern Taiwan—Tainan National University 
  vi 
of the Arts, Tainan University of Technology, and National University of Tainan. The 
data collection began with two self-report MPA questionnaires—State-Trait Anxiety 
Inventory (STAI) and the Performance Anxiety Inventory (PAI). After completion of the 
pre-screening questionnaires, the 20 participants with higher scores, which indicated 
greater anxiety levels, were selected for the semi-structured interviews.  
 Findings from this study indicated that MPA was found to be a multidimensional 
construct, influenced by a variety of factors including internal factors (perfectionism, 
self-efficacy and confidence), external factors (evaluations and critical audience) and the 
cultural and societal factors (teachers’ and parents’ pressures). The majority of 
participants reported feeling low confidence about their abilities, sensitivity to fears of 
being compared and judged with others, and thus often interpreted their anxiety reactions 
and tensions as signs of vulnerability to poor performance, which significantly affect 
their confidence, self-worth, beliefs, focus, concentration, self-esteem, and severely 
diminished performance quality. 
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CHAPTER 1: Introduction and Background 
 As musicians, the opportunity to perform in front of a live audience can be a 
rewarding one; yet, for many, this can be a very frightening event. Even some of the most 
famous professional musicians are reported to have struggled with performance anxiety 
at various points throughout their careers. Among the best known of these were Maria 
Callas, Enrico Caruso, Pablo Casals, Luciano Pavarotti, Leopold Godowsky, Vladimir 
Horowitz, Ignacy Paderewski, Arthur Rubenstein, Martha Argerich, Glenn Gould, and 
Sergei Rachmaninoff (Salmon & Meyer, 1992, p. 129; Kenny, 2011, p. 1). Famous 
pianist Vladimir Horowitz was said to have experienced extreme performance anxiety 
and on several occasions, he had to be pushed onto the stage (Plaskin, 1984). Moreover, 
Frederic Chopin was one such performer who famously said, “I am not fitted to give 
concerts. The audience intimidates me, I feel choked by its breath, paralyzed by its 
curious glances, struck dumb by all those strange faces” (Kenny, 2011, p. 1).  
 As a piano major in college and graduate school at The Ohio State University, I 
also suffered from music performance anxiety (MPA). I remembered the feeling before 
walking onto the stage—heart pounding in my chest, butterflies in my stomach, cold, 
shaky hands, feeling light-headed, and tight. I would concentrate on playing the notes in 
my head but with all the anxiety, even with months of practice, it was always a fearful 
experience for me. I would practice recital pieces for months until I could play them 
perfectly by memory during lessons and rehearsals but when it came time to actually 
perform, my nerves would dismantle everything, and all of my hard work was for 
nothing. Performance anxiety frustrates me because I know I can play well, but my 
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nerves will not let me show other people what I can do. When performance is not as good 
as I expected and especially when performance determines grades or future careers, MPA 
can seriously impact my competence and self-esteem in a performance. Such low self-
esteem can cause many problems and symptoms, such as worry about not being able to 
perform perfectly, fear of making a mistake, and fear of being negatively evaluated by 
others, combined with a feeling that I do not deserve success. I did not pursue a 
performing career because of my MPA. Musical performance has been central in my life 
since then and I have spent hours preparing, practicing, and performing public recitals. I 
started wondering why MPA limited my ability and prevented me from experiencing joy 
and satisfaction in musical performances. I kept wondering whether I should pursue 
public performance at all. I decided to give myself time to explore some other options. I 
discovered that when public performance was not the central focus of my life, those 
uneasy feelings and painful thoughts simply dissolved. MPA affects musicians in 
different ways. It is important for musicians to understand what Music Performance 
Anxiety is and to walk through the path of self-discovery in order to deal with fears 
of public performances. While I experience MPA myself, I want to understand how and 
why MPA impacts everyone differently.  
 As a piano teacher I have observed over the years that many students seem to be 
affected by Music Performance Anxiety. Learning to understand and deal with MPA is 
not often taught in the musical curriculum. For a small proportion of students, MPA 
becomes a major obstacle to achieving their goal for optimal performance. They suffer 
from a great deal of self-doubt, the fear of mistakes, the fear of audience disapproval, 
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feelings of inadequacy, memory lapses, and technical insecurities. I have found that 
anxious student performers frequently report different tension levels, distracting thoughts, 
and feeling self-conscious. I have examined performance anxiety for decades from my 
perspective as a musician and an educator. I attempt to understand why certain aspects of 
attitudes or characteristics cause MPA, and what factors contribute to the increase of 
MPA. I seek to answer these questions, which is the beginning step for this study. In 
addition, although various coping strategies and treatments continue to be explored to 
alleviate performance anxiety, there is a need for teachers to address physical and 
psychological factors with students and to incorporate coping strategies into students’ 
music performance skills. 
 Musical performance anxiety and stage fright have become major concerns 
among musicians and other performing artists and the issue is still poorly understood in 
music training programs and music education (Salmon & Meyer, 1992; Steptoe, 1982). 
Anxiety can dramatically impair the quality of both musical performance and audience 
enjoyment (Petrovich, 2003). Many performers experience performance anxiety in some 
form and to various degrees, and many of them “pay too little attention to their 
psychological development” (Salmon & Meyer, 1992, p. 24). According to Fishbein et al. 
(1988), 24% of 2,212 amateur and professional musicians reported experiencing musical 
performance anxiety, and 16% described it as the most severe problem. van Kemenade, 
van Son, and Heesch’s (1995) study of orchestral musicians concluded that orchestra 
musicians as a group experience the most performance anxiety, and 59% of them have 
reported suffering from musical performance anxiety from time to time in their musical 
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careers. Performance anxiety is prevalent and many “performing musicians are prone to a 
wide range of psychological and physical impairments,” even to the point of abandoning 
potentially promising musical careers (Slamon, Shook, Lombart, & Berenson, 1995, p. 
140). 
 Krichner (2004) indicated “80 % of all people experience anxiety when they 
become the center of attention” (p. 31). Stage fight, fear, phobia, nervousness, and panic 
are terms often used interchangeably to describe anxiety. Hackfort and Spielberger 
(1989) stated, “the concept of anxiety refers to an individual’s perception or appraisal of 
a situation as dangerous or harmful” (p. 5). They discovered that an emotional reaction 
(anxiety) is evoked when an individual perceives the situation as threatening or 
dangerous (p. 4). The authors described that “the emotional reaction or anxiety state 
consists of a unique combination of: (a) feeling of tension, apprehension, and 
nervousness; (b) unpleasant thoughts (worries); and (c) physiological changes” (p. 5).  
 During stress or anxiety situations, two major behavioral response mechanisms, 
“fight and flight,” are stimulated in order to cope with or withdraw from the problems 
(May, 1977; Papageorgi, Hallam, & Welch, 2007). Papageorgi et al. (2007) further 
explained that fight takes place when an individual decides to confront the potential 
danger and flight takes place when the individual decides to run away from the danger. 
These unconscious changes in the emotional state occur in the “autonomic nervous 
system” (May, 1977). The “autonomic nervous system” (ANS), which is divided into 
“sympathetic” and “parasympathetic” divisions and typically function in opposition to or 
in balance with each other (May, 1977, p. 69). The autonomic nervous system cannot be 
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controlled by the mind and “was believed not to be subject to direct conscious control” 
(p. 69). The function of the sympathetic nervous system increases alertness and also 
reduces digestive secretions, speeds up the heart, and contracts blood vessels (May, 
1977). The function of the parasympathetic nervous system can be described as “rest and 
digest,” which serves to “calm us down” (May, 1977; Kirchner, 2002).  
 According to brain-behavior researchers, the two hemispheres of human brain 
function and specialize differently (e.g., Nagel, Himle, & Papsdorf, 1981). The left 
hemisphere of the human brain acts rationally and processes in more logical, reasonable, 
and analytic ways. The right brain processes emotions, irrational thoughts, information 
and expression. When the individual is confronted with and perceives a stressful situation 
beyond his or her degree of control, brain functions shift into the right hemisphere (May, 
1977). As a result, fear, self-doubt, intense arousal, and irrational thoughts begin to 
dominate, which start to debilitate and seriously affect the quality of an individual’s 
performance (Nagel et al., 1981).  
 The term musical performance anxiety is a broad term that encompasses a variety 
of different types of anxiety. Performance anxiety can range from mildly annoying to 
completely incapacitating. Music performance anxiety (MPA) is a “multidimensional 
cluster of facilitating and debilitating traits” (Wolfe, 1990b, p. 144), and also has positive 
and negative effects on performance (Kokotaski & Davidson, 2003; Lehrer, Goldman, & 
Strommen, 1990; Wolfe, 1990a; Wolfe, 1990b). The positive and negative effects 
associated with performance anxiety have been labeled as adaptive and maladaptive. 
Adaptive anxiety is used to describe the positive effects on performance, while 
  
6 
maladaptive (debilitating) anxiety refers to the type that worsens performance (Sweeney 
& Horan, 1982). For example, when performers who are well prepared and have highly 
refined musical skills perform poorly in public, and the performance quality is below 
their ability, the psychological state is referred to as maladaptive performance anxiety 
(Wolfe, 1989). However, not all performance anxiety is considered to be negative. A 
proper amount of anxiety is considered to be “good stress” and is “a state of alertness or 
arousal both mentally and physically—and thus can intensify and enhance a 
performance” (Petrovich, 2003, p. 25). For example, if the musician is experiencing a 
degree of arousal and stress (adaptive stress or good stress) in a manageable amount, then 
it may serve to increase the performer’s energy and natural excitement in order to reach 
peak performances (Wolfe, 1989; Papageorgi, Creech, & Welch, 2011); however, 
excessive anxiety can dramatically impair a musical performance. 
 Although a great deal of research has been conducted examining the relationship 
between anxiety and performance, Salmon and Meyer (1992) indicated that there is still a 
need for the fields of psychology, musical pedagogy, and health care to integrate a health-
related performance program to help musicians to succeed in professional careers. Lehrer 
(1985) recommended four strategies for college music departments to incorporate 
adequate knowledge and available information on MPA in their musical training 
program: “instruction in stress management, opportunities for practice performance, 
course work in recognizing problems of tension and anxiety, and instructions in 
progressive relaxation” (Lehrer, 1985, p. 1). The integration of both physical and 
psychological performance skills into musical training programs, focusing on topics such 
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as stress management, information on musical performance anxiety, relaxation 
techniques, and coping strategies, will benefit musicians as they prepare for a musical 
career (Salmon & Meyer, 1992).  
 Research on various anxiety therapies has increased dramatically over the past 
decade as researchers seek ways to treat performance anxiety (e.g., Clark & Agras, 1991; 
Kendrick, Craig, Lawson, & Davidson, 1982; Kendrick, Craig, Lawson, & Davidson, 
1982; Kenny, 2004; Kirchner, 2004; LeBlanc, 1994; Lehrer, Carr, Sargunaraj, & 
Woolfolk, 1994; Nagel, Himle, & Papsdorf, 1989; Wolfe, 1990a; Wolfe, 1990b). The 
ultimate purpose of treatment is to reduce musical performance anxiety so as to improve 
the quality of performance. Research has shown that performance anxiety can be 
managed from behavioral, cognitive, cognitive-behavioral, combined, and other 
perspectives (Lee, 2002). Petrovich (2003) suggested that, to cope effectively with 
anxiety, a high frequency of performance experiences combined with positive attitudes 
and belief in one’s ability (self-efficacy) will lower the level of anxiety. Moreover, Lee 
(2002) organized the coping strategies into two categories: problem-focused or 
emotional-focused. The problem-solving strategies are efforts to do something active to 
alleviate stressful circumstances, such as playing lots of dress rehearsals, playing in front 
of small audiences, and over-learning the music. On the other hand, emotion-focused 
coping strategies involve efforts to regulate the emotional consequences of stressful or 
potentially stressful events, such as talking to the audience, muscle relaxation, 
concentrating on the music, self-talk, prayer, mediation, and mental practice. 
Additionally, Steptoe (1982) attached further significance to the cognitive aspects of 
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performance anxiety by explaining that negative thoughts are inevitable; however, 
transforming these thoughts into positive ones will lower the anxiety to moderate levels 
without distraction.  
 There have been extensive examinations of the characteristics of performance 
anxiety therapy strategies or treatments. Typically these studies have primarily focused 
on treatment studies and have tried to cure the symptoms in order to enhance the 
performance quality; however, no studies have yet shown absolutely effective treatment 
yield and researchers still do not have good understanding on how the anxiety condition 
develops and how the transition is formed from non-anxious children to highly anxious 
professional musicians. It is important to discover students’ approaches to learning, 
training processes, and backgrounds in order to find out an individual student’s own 
strengths and weakness related to performance anxiety, because “each individual’s story 
is a mix of his or her unique history and current lived experience” (Hays, 2009, p. 118). 
Kohut (1985) indicated that, “past experience, particularly during the earliest years of 
life, forms the basis of both our self-esteem and our self-image” (p. 45). As a result, the 
environment and culture’s background influence peoples’ behavior and motivation to act 
(Kohut, 1985). In another words, personal beliefs, values and attitudes constitute and 
guide our behavior and conduct. Researchers have found that self-esteem and positive 
self-image play “a direct influence on our potential for performance success” (Kohut, 
1985, p. 45). Moreover, Epstein’s findings (1973) present a positive relationship between 
anxiety and low self-esteem. A person with low self-esteem experiences anxiety more 
easily than a person with high self-esteem (May, 1977).  
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 Parncutt and McPherson (2002) have also stated that environmental factors are 
important in the realization of a student’s musical development. These factors might help 
us to understand how anxiety develops and provide more information for us to prevent its 
occurrence, which include: (a) social and cultural systems such as music culture, (b) 
institutions such as home and school, and (c) student’s approaches to learning such as 
parental involvement with motivation (Papageorgi, 2007a; Papageorgi, 2007b; Parncutt 
& McPherson, 2002). These environmental factors influence how children grow up, their 
personality development, and their musical development. Papageorgi’s (2007a) research 
supports the above ideas that, “the cultural context of learning can influence performance 
anxiety” (p. 1). The researchers compared British-based and Cypriot-based musicians in 
terms of Music Performance Anxiety. The result showed that significant differences 
existed between Cypriot and British students’ approaches to learning and performance. 
The comparisons between British-based and Cypriot-based musicians include topics such 
as susceptibility to maladaptive anxiety, musical achievement, musical identity and 
effort, perceptions of the impact of anxiety, self-confidence, and self-reliance and 
intrinsic motivation. In this study, I focus on Musical Performance Anxiety among piano 
majors in Taiwan. To help situate this study, I discuss the musical environment of 
students in music education in Taiwan in the section below. 
Taiwanese Cultural Traits and Music Education 
 According to Hargreaves and North (2001), “each nation or region’s approach to 
music education influences the nature of students’ musical learning and development,” 
(p. xiii) which include “details of curriculum content and objectives, pedagogical 
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methods and the specific methods and attitudes of the teachers involved” (p. xii). It is 
important to be aware of cultural considerations when reflecting upon Musical 
Performance Anxiety. Xie and Leong (2008) stated, “there has been a lack of knowledge 
and understanding about how anxiety develops and is experienced differently across 
various cultures and how treatment can be more culturally responsive for clients with 
different cultural and ethnic backgrounds” (p. 52). Moreover, there has been little 
consideration of the “strength of culture in influencing a musician’s degree of response to 
musical performance” in the research of Music Performance Anxiety (Brand & Beebe, 
2003, p. 1). A person’s cultural and ethnic backgrounds influence the experience and 
expression of anxiety. For example, from my personal teaching experiences, some of the 
Taiwanese students tend to avoid speaking about or formally reporting problems or 
difficulties, or talking about their feelings. In Eastern cultures, admitting to problems is a 
sing of weakness. Moreover, many Taiwanese parents believe that higher education is the 
only way to be successful. This can also cause unnecessary stress in students, as students 
feel anxious when they fail to meet with parents’ expectations. As a result, academic 
performance, peers relationships, familial expectations, self-expectation, and cultural 
norms all need to be carefully taken into consideration when assessing students’ anxiety 
levels.  
 According to Hargreaves and North (2001), music education, including socio-
cultural traditions in each country, clearly have a “direct influence upon children’s 
musical development and learning” as well as impacts on MPA (p. xii). Music is a 
subject in the school curriculum in Taiwan. Its music educational structure was greatly 
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influenced by Western culture during the twentieth century, and yet, music education is 
approached differently in Taiwan. In the following paragraph, I discuss an overall picture 
of the philosophy of the Taiwanese educational system based on the history of music 
education, the structure and curriculum of music education, the approaches to music 
learning, and the different teaching styles for music education in Taiwan.  
 Taiwan music education system. In Taiwan, music is a core subject in the 
curriculum so that every student can learn and appreciate music. There are two different 
ways for students to learn music in Taiwan. One is for students to focus on performance 
and music study in the specialist classes, and the other is through the class of “general 
music,” where students learn the basic foundation of music. According to Hsieh (1990), 
“music classes at most elementary schools are taught by classroom teachers who hold 
degrees from teachers’ college” (p. 12). Chang (2010) also indicated that “most of these 
general music classes are taught by regular teachers who are not necessarily trained as a 
music specialist,” and they often have insufficient knowledge of music (p. 15). “Although 
music has already become a subject in the school curriculum, some people are still not 
convinced that music is as important as other subjects” (p. 25). Most parents in Taiwan 
view music as a less important subject compared to other core subjects such as math, 
science, reading, and writing (p. 20). Moreover, in most educators’ and parents’ opinions, 
music is just for musicians and is not as important as other subjects, so the school 
curriculum does not necessarily put emphasis on learning music, especially at the junior 
high school level where studies are geared towards preparing students for the entrance 
exams in senior high school and university (p. 20). “Most teachers think that students do 
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not need music because studying music does not help students to pass the entrance exam” 
(p. 20). According to Lai (2007), students in Taiwan have to score well on the nationwide 
advancement exams called nationwide “Basic Achievement Tests” (BATs) (p. 8). “The 
BATs test basic knowledge in Chinese, English, math, science, and social studies” (p. 8). 
“Music testing was not included in these basic achievement tests, implying that music did 
not have the same status in schools as the BATs-tested subjects” (p. 8). Students are 
assigned to schools according to their test scores on the nationwide advancement exams. 
Often, subjects that are tested receive more priority than subjects that are not tested. The 
BATs test system produces students with good test-taking skills. “This system has been 
criticized for placing excessive pressure on students and eschewing creativity in favor of 
rote memorization” (Bacsich, n.d. para. 5). Unlike standardized testing in the United 
States standardized testing in Taiwan has much greater consequences for students. In 
Taiwan, junior high school students start to prepare for the most important goal during 
this period: to score high enough on the entrance exams, so that they can attend one of the 
most prestigious senior high schools in the country.  
 The students who enter specialized music schools are often forced and disciplined 
by their parents to work towards high levels of technical ability and proficiency in music 
(Chang, 2010). The Taiwanese education system places more emphasis on students’ 
achievements and grades due to the high expectations that “most Taiwanese parents have 
for their children’s intellectual development and capacity” (Chou & Ching, 2012, p. 117). 
Teachers and parents consequently have direct authority and power to influence students’ 
behavior. The pressure of this “success-oriented” approach within the Taiwanese 
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educational system, where productivity and achievements are emphasized, may lead to 
psychological disorders such as extreme anxiety, depression, or stress (Papageorgi, 
2007a, p. 9). Because of psychological anxiety, a number of Taiwanese students have 
experienced various negative consequences due to anxiety: failing exams and auditions, 
receiving negative critiques, and a decrease in the quality of performance (Studer, 
Gomez, Hidebrandt, Arial, & Danuser, 2011b). 
 Taiwanese approaches to music learning. According to Brown (2008), music 
education leaders such as Orff, Kodály and Dalcroze, advocate a “student-centered” 
classroom, which involves integrating various musical activities that motivate and engage 
students during music classes to enhance their musical knowledge, skills, imagination 
and experiences (p. 30). Students learn and explore in an open and free atmosphere and 
are encouraged to be active participants in performing and answering questions during 
music classes (p. 31). However, Chang (2010) stated that in a “teacher-centered” 
classroom, which is the primary model in Taiwan, music teachers are “more 
authoritative, and tend to maintain class discipline” (p. 98). Students are taught not to 
question their teachers and are expected to follow everything the teacher says in class. 
“Taiwanese teachers use more authority to control the class” (p. 23). This approach to 
learning is built on passive learning by rote rather than active participation. However, 
music lessons should encourage musical activities and frequent exposure to performance 
events in order to build students’ performance experiences and confidence (Brown, 2008; 
Petrovich, 2003). This will help students to minimize situations that provoke music 
performance anxiety. 
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 Familial and societal pressures. Papageorgi (2007a) suggested that students 
appear to be more anxious and susceptible to musical performance anxiety related to a 
society that “places emphasis on educational achievements and obtaining qualification” 
(p. 8). According to Hepburn (2008), in Taiwan, familial and societal pressure placed on 
students to achieve academic success may yield high levels of anxiety. Hepburn (2008) 
also indicated that students in Taiwan tend to have stressful lives, with long school hours, 
intensive pressure and abnormally frequent tests, exaggerated by an emphasis on the 
students’ academic achievement (para. 5). Hepburn explained that “parents took a highly 
paternalistic approach to education which meant they decided which path of learning 
their children should follow, and kept a close watch on progress” (Hepburn, 2008, para. 
5). These familial and societal pressures can have a negative influence on musicians, and 
thus, stress and tension may affect the musicians’ personal lives and professional careers.  
Statement of Issue 
 Musical performance anxiety is typically psychological, not physical, and is not 
addressed in the training of young performers. Many music schools and conservatories 
place great emphasis on musicians’ techniques and musicianship, but neglect 
psychological aspects that could affect the quality of performance (Currie, 2001; Lehrer, 
1985; Salmon & Meyer, 1992). This lack of attention towards musical performance 
anxiety is often the result of habitual practices in which students are told that the only 
way to manage the anxiety is: “practice, practice, practice;” or “preparation, preparation, 
preparation” (Lee, 2002, p. 38). This type of approach is limiting however, and “what a 
nervous performer actually needs is not only musical preparation” but also a way to 
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reduce the nervousness to a manageable level (Petrovich, 2003, p. 25).  
 From existing cross-cultural literature, it is suggested that Taiwanese culture has 
placed high value on academic achievement and more interested and concerned over 
children’s academic achievements, skill developments, and often focused on 
performance-oriented goals than their holistic development (Lai, 2007). Therefore, it is 
not surprising to learn that Taiwanese music students could have experienced higher 
anxiety level. In order to address these questions, it would be helpful to examine their 
characteristics of cultural background, emotional responses, values and beliefs in 
responding to MPA.  
 Furthermore, according to Stedman (1987), the teacher plays a vital role in the 
psychological development of students, both as a role model and a mentor. Students’ 
applied music teachers are helpful in guiding in the professional development of a 
performing artist. The teacher has the ability to foster students’ healthy attitudes toward 
themselves, and can help students identify and cope with the various symptoms of 
performance anxiety. Teachers can help students with problems of performance anxiety 
and low self-esteem, which can be controlled and managed. As is suggested from the 
studies cited above, MPA is believed to be a central problem for performing musicians. 
Additional research is needed for effective systematic approaches, strategies, and 
methods for music educators to address this problem of anxiety during the training of 
performing musicians. There is a need to improve the psychological anxiety, tension, and 
other physical imbalances experienced by musicians in Taiwan. It is especially an 
important issue for music educators to pay attention to in order to achieve a better 
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psychological condition for students in a performance. Moreover, it is important for 
teachers to focus on students’ psychological states—to analyze students’ performances, 
to point out their problems, and to give them appropriate solutions. 
Rationale for the Study 
 The analysis of students’ psychological and physiological profiles allows students 
and teachers to assess progress and to prevent the early occurrence of Musical 
Performance Anxiety in their musical training processes. It is also important for teachers 
and parents to pay attention to students’ psychological states as well as musicianship in 
establishing potential for future growth and development. Researchers have examined the 
effectiveness of various coping strategies for the treatment of musical performance 
anxiety and developed various theoretical frameworks (e.g., Clark & Agras, 1991; 
Kendrick et al., 1982; Kenny, 2004; Kirchner, 2004; LeBlanc, 1994; Lehrer et al., 1994; 
Nagel et al., 1989; Wolfe, 1990a; Wolfe, 1990b), and these approaches have contributed 
to advancing our understanding of music performance anxiety and its treatment. 
According to Kenny (2011): 
These include psychoanalytic/psychodynamic theories, attachment and relational 
theories of anxiety, behavioral theories, cognitive theories, emotion-based 
theories, psychophysiological and neurochemical theories, theories of 
performance, and theories of music performance anxiety. (p. 109)  
Even though there is much documentation and literature available on the subject of MPA 
to relieve anxiety and stress, students’ approaches to learning and an “individual’s 
characteristics in shaping susceptibility to anxiety” in educational contexts have not been 
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explored completely (Papageorgi et al., 2007, p. 100). Marshall (2008) claimed, “MPA 
has to be dealt with separately, differently with each musician” (p. ii). MPA is a complex 
problem that deserves careful analysis and investigation, so that more effective strategies 
for coping can be developed according to each individual’s needs. The result of this study 
should be helpful for music educators to understand deeply the impacts of MPA, consider 
modifying their teaching methods and strategies to meet the differing needs of each 
student, and integrate the topic into their music education programs.  
 Many musicians are unable to perform at their best as a result of an increased 
anxiety level (Kirchner, 2004). Their anxieties might be associated with a variety of 
uncertainties, such as worrying about mistakes, concern about the quality of a 
performance, caring about other people’s opinions, being unable to deal with criticism, 
and being afraid of playing the wrong notes (Lee, 2002). Musicians may also experience 
“negative thoughts about the self, seeing themselves unworthy, technically incapable,” 
and lack of confidence (Steptoe, 1982, p. 539). What a nervous performer needs, 
however, is not only musical preparation, but also a way to reduce the nervousness to a 
manageable level (Petrovich, 2003). Thoughtful practice will not guarantee a successful 
performance, for “a successful performance requires a balance between the requisite 
physical capabilities and healthy psychological attitudes” (Salmon & Meyer, 1992, p. 
20). Even though recent research has shown that performance anxiety is a normal 
phenomenon and it is widespread among musicians, many musicians still suffer from 
MPA and forgo a potentially promising musical career (Ely, 1991; Petrovich, 2003). 
 Performance anxiety is not addressed enough in any university courses included 
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in music curricula and is poorly understood in music training programs and music 
education (Kirchner, 2004; Slamon & Meyer, 1992). In addition, a student’s applied 
teacher is often the one who can help the student to deal with performance anxiety issues, 
and “often the topic is simply not addressed” (Kirchner, 2004, p. 31). What a successful 
musician needs to achieve peak performance is to possess psychological states with high 
levels of motivation and low levels of tension, depression, fatigue, and confusion, which 
allows the musician to function effectively and perform within the scope of his/her ability 
(Hackfort & Spielberger, 1989; Kokotsaki & Davidson, 2003).  
 I aim to investigate how Taiwanese college students majoring in piano cope with 
anxiety problems during performances. According to Kenny and Osborne (2006), 
“performance anxiety often begins early in musical development, and many 
characteristics of the disorder remain into adulthood” (p. 103). A thorough investigation 
on the issues of musicians’ musical development, previous exposure to stressful 
performance situations, the levels of their psychological and physiological arousal, their 
approaches to learning and motivation, and their coping strategies will further clarify the 
factors that contribute to the prediction of levels of arousal in performing musicians, and 
thus inform and hopefully prevent the occurrence of MPA in an early stage of students’ 
musical development. Furthermore, understanding MPA should also become part of 
musicians’ learning process. In this study, I will provide in-depth information on how 
college piano majors in Taiwan deal with issues of MPA, how it is experienced, 
discussed, and how these factors are associated with students’ debilitating symptoms of 
MPA.  
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 I have discovered, based on my personal teaching experiences and educational 
backgrounds in both the USA and Taiwan that cultural beliefs and practices as well as 
different music education systems have significant influences on experiences and 
manifestations of anxiety (Papageorgi, 2007a; Papageorgi, 2007b; Xie & Leong, 2008). 
A review of the existing literature indicates there are only a limited amount of sources 
involving Chinese participants in research studies. I chose Taiwan because it possesses 
distinctive features, represents a region of the world that is not fully represented in the 
literature, and goes beyond previous research in western countries to involve differences 
in cultural context, values, and attitudes that have been ignored in the research of music 
performance anxiety. In addition, there has been a lack of knowledge and understanding 
of how anxiety develops and relatively few studies have specifically addressed the issues 
related to MPA among students in Taiwan. Moreover, Xie and Leong (2008) indicated 
that Chinese students reported higher anxiety levels than did American students. For 
example, a controlling and authoritarian Chinese parenting style characterized by strict 
discipline and the culturally rooted expectation for greater independence and success 
increases the experiences of anxiety for Chinese children.  
 During my eight years of teaching experiences as a full-time piano lecturer at a 
college in Taiwan and over ten years of studio piano teacher, I have paid attention to 
students’ exposures to anxiety-provoking performance situations. I have discovered many 
manifestations of MPA that have influenced students’ performance quality including arm 
and wrist stiffness, shoulder lifting, and difficulty in maintaining posture and moving 
naturally. A recent study by Studer et al. (2011b) found that university music students are 
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“a particularly important group of musicians to investigate” (p. 762). Many university 
musicians have struggled with high levels of psychological stress, because every single 
performance in public can be extraordinarily important for them at the beginning of their 
professional careers as musicians (Studer, Danuser, Hilderbrandt, Arial, & Gomez, 
2011a). Thus, a better understanding of MPA may help young musicians to cope, to 
prevent stress responses in a performance, and to help them in teaching students the 
necessary skills in their future professional lives (Studer et al., 2011b). All these factors 
have prompted me to investigate how Taiwanese college piano students experience MPA 
and how treatments can be more effective for students with different cultural and ethnic 
backgrounds (Xie & Leong, 2008). 
 It is necessary to conduct an in-depth analysis of MPA to further our knowledge 
and discover ways to help students prevent the early occurrence of MPA in their musical 
training process by assessing their progress and making corrective adjustments to their 
future performance. It will enable music educators to incorporate the psychological 
dimensions of performance skills into their curriculum according to students’ individual 
needs for improving their self-esteem and the positive self-image of their potential for 
success (Kohut, 1985; Salmon & Meyer, 1992).  
Purpose of the Study 
 Within the latter half of the twentieth century a number of researchers and 
psychologists have investigated varieties of psychological interventions, including self-
help practices and remedies to help musicians who suffer from music performance 
anxiety, and to relieve their symptoms (e.g., Barrell, Medeiros, Barrell, & Price, 1985; 
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Dryden & Hill, 1993; Ely, 1991; Kendrick et al., 1982; Kirchner, 2004; Lee, 2002; 
Lehrer, 1987; Lehrer et al., 1990; Lehrer et al., 1994; Nagel et al., 1989; Nideffer & 
Hessler, 1978; Petrovich, 2003; Steptoe, 1982; Wolfe, 1990a; Wolfe, 1990b). Literature 
that specifically focuses on the relationships between teaching strategies, music education 
development, cultural background of students, societal and familial influences and their 
effects on students’ experience with MPA is noticeably limited. The purpose of this 
qualitative research study—a multiple-case study with questionnaires and interview 
data—was be to investigate and describe how college piano major students in Taiwan 
coped with anxiety problems during performance and practice sessions. In this study, I 
investigated the experiences of MPA among Taiwanese college pianists and their piano 
instructors. I sought to understand how the student participants reported that their anxiety 
developed, and their experiences with coping strategies during practice sessions and 
performances. I explored the piano professors’ experiences with music performance 
anxiety, their coping strategies, and how they taught their students to deal with this issue. 
In addition, I explored whether the participants reported any societal and familial 
influences as contributing to their own performance anxiety.  
Research Questions 
 The following research questions guided this study:    
1. How do college piano majors in Taiwan describe the process of preparing and 
presenting a musical performance with regards to MPA? 
2. How do college piano majors in Taiwan describe performance experiences 
with regards to MPA and its potential effects on them? 
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3. What are the factors contributing to the increase of MPA? 
4. How do master piano teachers in Taiwan address MPA, if at all, in the applied 
piano studio?  
a.  If MPA is addressed, how do the master piano teachers and piano  
students use teaching methods, strategies, and techniques to address and 
improve the students' ability to cope with MPA? 
b.  How effective are teachers’ coping strategies and approaches to manage  
students’ MPA? 
Delimitations  
 The scope of the study was limited to college piano majors in Taiwan. All 
participants were pianists enrolled in the Bachelor of Music, piano performance degree, 
which included males and females between the ages of 18 and 22. A sample size of 20 
students were interviewed for this study, and three piano professors who were interested 
in the topic of Music Performance Anxiety were also be invited to participate in this 
study and to talk about their experiences of how students dealt with issues related to 
performance anxiety, and discussed procedures and methodologies that were applicable 
to studio teaching. This study was only limited to pianists, because the symptoms of 
MPA affected each specific instrument group differently. The purpose of the present 
study neither contained in-depth discussion of medicinal treatments and psychological 
problems of MPA nor analyzed the uses and effects of all medical and psychological 
treatments that were primarily used by doctors and psychotherapist. 
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Summary 
 In Chapter 1, I presented an overview of the background and context of musical 
performance anxiety, the rationale of the study, the purpose of the study and research 
questions. The field of research in musical performance anxiety is growing at a very rapid 
pace. Various coping strategies and treatments have been developed to decrease musical 
performance anxiety and arousal levels in an effort to help musicians control the 
physiological and psychological symptoms associated with anxiety states. It is important 
to develop educational programs designed to enhance the understanding of MPA in order 
to take a strong prevention focus, and prevent it in an early stage of development process 
for musicians.  
 This present study probes deeper in order to understand how the process of 
anxiety, students’ approaches to learning, and music education and cultural backgrounds 
affect the quality of performance in Taiwan. It is important for music teachers to turn 
their attention to psychological aspects of performance skills in their performance-
training programs for musicians, to know what each individual’s strengths and 
weaknesses are in relation to performance anxiety and how their musical performance 
skills are affected by stress and anxiety (Salmon & Meyer, 1992). 
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CHAPTER 2: Review of Related Literature 
  A considerable amount of literature related to performance anxiety was reviewed 
for this study. In this chapter, I present a conceptual framework for examining the 
growing research literature on the complex concept of performance anxiety. Studies in 
this chapter are grouped in two parts under the following headings. Part one contains a 
review of related theories: Investigation of Existing Theories; Theoretical Framework for 
this Study; and Cultural, Familial, and Societal Influences Related to MPA. Part two 
presents the detailed findings of recent research: Prevalence of Performance Anxiety; 
Musical Performance Anxiety and Sport Anxiety; Factors Related to Musical 
Performance Anxiety; Individual Beliefs and Personalities Related to MPA; and Effects 
of Teaching Strategies and Pedagogical Variables on MPA. The summaries and critiques 
in this chapter are intended to build context and to establish support for this study. 
Investigation of Existing Theories 
 The aim of part one is to provide an overview and discussion of the theories that 
have been used by researchers through an investigation of existing theories. According to 
Rensburg (2005), “the development of MPA can be explained in different ways by each 
of the different schools of thought in psychology” (p. 7). There are various theories as to 
how and why performance anxiety affects musicians. These psychological theories are 
developed to help and improve our understanding on MPA, predict behavior, and have 
been particularly useful in the treatment of MPA. The following section will provide an 
overview of the theories that have been used by researchers who have attempted to clarify 
the relationship between anxiety and performance in musicians. 
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 Inverted-U Hypothesis Theory. The Inverted-U Hypothesis Theory was 
developed in 1908 by Yerkes and Dodson and it is a theory of arousal that considers the 
relationship between arousal and performance (Hackfort & Spielberger, 1989). This 
theory implies that in order to achieve optimal performance, each individual must attain a 
moderate level of arousal. At the two extremes, either very low or high arousal levels, the 
performance can be observed to have a negative effect (Gallucci, 2014; Hanin, 1978). In 
addition to that, “Yerkes and Dodson (1908) were the first to show experimental support 
for the Inverted-U Hypothesis using mice as subjects” (Hackfort & Spielberger, 1989, p. 
99). The Yerkes-Dodson Principle implies that a specific amount of stress is healthy, 
useful, and even beneficial. But, if the level of arousal became too great or too low at the 
two extremes, performance would deteriorate (Gallucci, 2014; Hanin, 1978).  
 Drive Theory. Drive Theory was first established by Clark Hull (1943), who 
proposed a linear relationship between arousal and performance. According to Drive 
Theory (Hull, 1943), if an individual is appropriately skilled, an increase in drive 
(arousal) enhances the performance. On the other hand, if the skill is poor or amateur, the 
increases in arousal will be detrimental to performance. Later, Spence and Spence (1966) 
took Hull’s theory and proposed a slightly adapted view, and tried to quantify its 
principles. He proposed an equation, which described the relationship between habit 
strength and drive. Performance = Habit strength x Drive (P = HD) (Hackfort & 
Spielberger, 1989, p.78). According to Hackfort and Spielberger (1989): 
According to the theory, increases in drive (arousal) enhance the probability of 
the dominant response being made. If the dominant response is correct (i.e. in the 
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latter stages of skill acquisition) then increases in arousal will increase 
performance. However, when the dominant response is incorrect (i.e., during 
early skill acquisition) then increases in arousal will be detrimental to 
performance. (p. 97) 
This theory helps explain why beginners find it difficult to perform well under pressure. 
Often beginners’ skill levels decrease if they are competing and using new skills. 
However, this explains how experienced performers perform better under pressure using 
well-learned skills. 
 Multidimensional Anxiety Theory. Multidimensional Anxiety Theory posits 
that two types of anxiety, cognitive and somatic, impact performance differently 
(Humara, 1999). In this theory, an increase in cognitive anxiety has been found to have 
negative effect on performance. According to Salmon and Meyer (1992), many musicians 
suffer from negative self-talk and an inner dialogue of thoughts that distract them from 
performing successfully. On the other hand, self-esteem has been found to be a helpful 
ingredient in performance (Schneiderman, 1991). However, somatic anxiety 
(physiological symptoms) will have an effect on performance much like that of the 
Inverted-U Theory (Humara, 1999). 
 Catastrophe Model of Anxiety Theory. Two British sports psychologists, Fazey 
and Hardy (1988) developed the Catastrophe Model of Anxiety Theory. Their model 
explains that performance is affected by the relationship between somatic 
(physical) anxiety and cognitive (mental) anxiety (Karageorghis & Terry, 2011). The 
authors then explain, “athletes excel when their physiological arousal is at an optimal 
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level, but their performance declines markedly when it gets too high” (p. 93). Their 
model helps to predict a rapid decline in performance resulting from the combination of 
high cognitive anxiety (mental) and increasing somatic anxiety (physical). This shows 
that if an athlete goes over a certain point of arousal, their performance will have a 
detrimental effect (Gadsdon, 2001). This theory goes against the Drive Theory as it 
argues too much arousal can decrease levels of performance.   
 Flow Theory. According to Csikszentmihalyi’s Flow Theory (1990), when there 
is a high correlation between challenge and ability, the positive stress and arousal have 
been labeled peak performance. Csikszentmihalyi (1990) defines flow as “the state in 
which people are so involved in an activity that nothing else seems to matter; the 
experience itself is so enjoyable that people will do it even at great cost, for the sheer 
sake of doing it” (p. 4). However, when the challenge is greater than our abilities, we 
become anxious. When the challenge is significantly less than that of which we are 
worthy, we become bored (Hackfort & Spielberger, 1989, p. 84).  
 Psychoanalytic Theory. Psychoanalytic Theory emphasizes the role of 
unconscious conflicts, traits, and personality (i.e., childhood fear of loss of parental love). 
According to Weisblatt (1986), the unconscious mind continues to influence our behavior 
and experience, even though we are unaware of these underlying influences. This 
childhood fear of loss manifests in adults’ unconscious minds as great psychic activity, 
which influences personality and behavior (e.g., feeling ashamed, being inadequate, and 
losing control) later on as an adult (Nagel, 1990). According to Freud’s Psychoanalytic 
Theory of Personality (1969), the psychoanalysis asserts, “the impact of early childhood 
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experiences, stored in the unconscious, can lead to the development of adult emotional 
problems” (p. 45).  
Theoretical Framework for this Study 
 Based on the above discussion of some of the key theories of anxiety, MPA can 
be partially explained and understood within the theoretical framework of anxiety theory. 
According to LeBlanc (1996), anxiety theory “helps in our understanding of complex 
phenomena, it helps us to plan research into these phenomena, and it helps us to improve 
our teaching” (p. 113). According to Papageorgi et al. (2007), “a theoretical perspective 
should allow a better understanding of the processes involved in musical performance 
anxiety, whilst also offering guidance for educationalists, musicians and researchers in 
finding more suitable ways of addressing problems of maladaptivity” (p. 84).  
 Consequently, the theoretical framework has served as the major base to predict 
the effects of arousal on performance, to “facilitate and advance current knowledge in the 
field of MPA,” and to “provide valuable insights to the processes taking place from the 
perspective to the individual performer” (Papageorgi et al., 2007, p. 84). It is therefore 
important to apply a theoretical framework to this study by examining the perceived 
impact of performance anxiety on the quality of performance.  
 Kenny (2011) explained, “most people associate MPA with physical and 
physiological symptoms, which are collectively called somatic anxiety” (p.10). “Somatic 
anxiety” refers to physical changes in the body that occur when a person experiences 
anxiety. These physiological changes are the manifestations of anxiety such as tension, 
fear, and worry. However, MPA has additional dimensions. Theories explaining MPA 
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conceptualize it as a multidimensional construct consisting of such specific components 
as somatic anxiety, cognitive anxiety, and behavioral anxiety (e.g., Hallam, 1998; 
LeBlanc, 1994; Papageorgi et al., 2007; Papageorgi et al., 2011).  
 In Multidimensional Anxiety Theory, Martens, Vealey, and Burton (1990) 
proposed a series of two-dimensional relationships between cognitive anxiety, somatic 
anxiety, self-confidence and performance. According to Papageorgi et al. (2011), the 
theory predicts that: (a) cognitive anxiety is hypothesized to have a negative linear 
relationship with performance; (b) somatic anxiety is hypothesized to have a quadratic 
(inverted-U shaped) relationship with performance; (c) and self-confidence is 
hypothesized to have a positive linear relationship with performance (p. 20).  
 Hallam (1998) and LeBlanc (1994) “developed multidimensional models which 
describe the ways in which factors affecting performance anxiety develop in the period 
preceding a performance” (Papageorgi et. al., 2007, p. 92-93). The authors further 
developed a theoretical framework that describes musical performance through various 
stages that has an explicit time dimension (pre-, during- and post- performance), showing 
a more “detailed description of the various factors and process that may affect 
performance within a particular context” (p. 93).  
 Overview of the theory. Papageorgi et al. (2007) proposed a conceptual 
framework to better understand musical performance anxiety. They believed that “a 
comprehensive theory that incorporates the phenomenology, correlates and consequences 
of anxiety, whilst also aiming at highlighting the complex interdependencies and cause 
and effect relationships between musical performance anxiety and related variables could 
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be useful” (p. 84). This theoretical framework includes a more detailed description of the 
various factors and processes that may affect MPA. The authors classified all the 
variables into three categories that might influence the level of performance anxiety 
experienced by a performer: (a) factors influencing a performer’s susceptibility to 
experiencing performance anxiety; (b) factors influencing their task efficacy, and (c) 
factors related to the performance environment (p. 84). These variables are considered to 
be factors that influence the “level of arousal prior to and during the performance, which 
in turn affect the performance outcome” (p. 93). For example, factors cited as influencing 
musicians’ anxiety include individual differences and personality factors such as trait 
anxiety and perfectionism. Some other factors such as students’ task efficacy and 
approach to learning were also suggested.  
 Papageorgi et al. (2007) proposed the “theoretical framework that portrays 
anxiety within a musical performance context as a process,” that is divided into three 
main phases (pre-, during- and post- performance), with eight sub-phases underneath 
each category (p. 1). They explicated this framework in terms of actions and decisions a 
performer must take in performance preparation, performance presentation, and 
expectation for the final performance. The model begins with phase 1 (pre-performance 
conditions), moves to phase 2 (performance conditions), and then progresses to phase 3 
(post-performance conditions). Prior to a performance (phase 1), the performer is found 
in a personal, psychological state consisting of three sub-phrases. The phase 1 contains 
three sub-phases: (1) initial conditions; (2) cognitive evaluation of performance situation; 
and, (3) the psychological state immediately before performance. During the phase 2, the 
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physiological changes that result from a performer’s psychological and emotional state, 
which consists of two sub-phases: (4) autonomic nervous system activation; and, (5) the 
effect of arousal on performance. Post-performance conditions (phase 3) refer to the 
internal and external responses to the performance, and can be positive or negative 
consisting of three sub-phases: (6) feedback; (7) longer-term effects; and, (8) possibility 
of future success or failure (p. 94). The factors and phases involved in anxiety outlined 
above provide a rich perspective and pool of variables to guide researchers in this area of 
concern. In addition, Papageorgi et al. (2007) presented a thorough analysis of the 
concepts related to MPA and its processes. Their study provided a more thoughtful look 
at the related variables and performing processes in a performance context. 
Method. According to Papageorgi et al. (2007): Theoretical framework could 
facilitate and advance current knowledge in the field of musical performance 
anxiety and potentially provide valuable insights to the processes taking place 
from the perspective of the individual performer. Taking the individual as the 
focus is important, as not everyone is similarly affected or responds in the same 
way to the particular contexts that can give rise to anxiety. (p. 84) 
The theoretical framework proposed by Papageorgi et al. (2007) is relevant to my 
investigation for recommend interviews as a main component of learning more about 
MPA in addition to some type of survey data. An in-depth interview method draws 
individual characteristics and their experiences in a performance context not only to 
explain the many facets of musical performance anxiety, but also helps to explain the 
interrelationships among an individual’s behavior, thoughts and feelings. Consequently, a 
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qualitative research methodology will be employed to conduct a multiple-case study with 
questionnaires and interviews. Semi-structured interviews with eligible participants will 
be conducted in order to obtain accurate and detailed qualitative data from participants. 
 In addition, several instruments of measurement have been developed for 
measuring MPA (Craske & Craig, 1984; Papageorgi et al., 2007). According to Kenny 
(2011), “reliable and valid assessment instruments are needed in order to progress 
research into MPA” (p. 96). The theoretical framework that Papageorgi et al. (2007) 
proposed provides evidence of a complex and multidimensional structure of MPA and 
therefore, MPA cannot be explained fully by only one research method. The anxiety scale 
that is used most often in scientific studies is Spielberger’s (1983) State-Trait Anxiety 
Inventory (STAI), and it can be used in addition to in-depth interviews to collect an 
overall view of the performer.  
 The theoretical framework proposed by Papageorgi et al. (2007) aligns with how I 
researched MPA for the participants in this study (detailed descriptions of MPA and how 
the participants cope with MPA during performance and practice sessions). This 
theoretical framework helped me to explain the variable nature of the anxiety between 
individuals and within one individual’s experiences that were influenced to some degree 
by the social, psychological, cognitive, and cultural environment in which he/she lived. 
Cultural, Familial, and Societal Influences Related to MPA 
 Through the investigation of existing literature, it was found that much of the 
research concerning MPA has been devoted to ways to reduce anxiety by introducing 
various treatment therapies to cure the symptoms. In general, cultural contexts of MPA, 
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individual differences, values, and attitudes have not been the focus of music 
performance anxiety research. According to Hackfort and Spielberger (1989), “the 
experience of anxiety is just as diverse as the range of individual meaning associated with 
it. For one individual, it may be an uncomfortable annoyance; for another, a life-
threatening terror” (p. 86). Moreover, there has been a lack of understanding and 
knowledge about how anxiety is experienced differently across various cultures and how 
different treatments can be more culturally responsive for students with different cultural 
and ethnic backgrounds. Within the existing limited literature concerning the 
relationships between MPA and cultural, familial, and societal influences, the review in 
this section will focus primarily on the related literature on how culture influences the 
reported experiences of MPA in musicians and the cross-cultural differences on the 
following variables: anxiety, educational system, and parental support. 
 Papageorgi (2007a) approaches music performance anxiety through the lenses of 
culture, gender, age, personal characteristics and individual differences on adolescent 
musicians. According to Papageorgi (2007b), the aim of the study was “to explore the 
influence of the wider cultural context on adolescent musicians’ experiences of 
performance anxiety, their approaches to learning and student profiles” (p. 300). The 
study included 410 young musicians. 51.5% of the sample (N = 211) was Cypriot-based 
students and 48.5% (N = 199) was British-based students, all between ages 12 to 19. The 
instrument used for this study was a self-report questionnaire entitled Adolescent 
Musicians’ Performance Anxiety Scale (AMPAS), a researcher-developed questionnaire 
designed specifically to explore participants’ performance and learning experiences 
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related to MPA. This questionnaire included both a quantitative 5-point Likert scale of 
anxiety questions and a qualitative open-ended set of questions. 
 The researcher reached the following conclusions: (a) cultural context plays an 
influential role in the music performance of individuals. Overall, the Cypriot students 
reported significantly higher anxiety level compared to British students; (b) the Cypriot 
students seemed to be more autonomous and had more intrinsic motivation; (c) the 
British students showed a significantly higher anxiety level as they got older (p. 299-
310). The study concluded, “Cypriot students appeared to be more anxious and more 
susceptible to maladaptive performance anxiety compared to British students” (p. 306).  
 Implications of this study showed that several factors might have great impacts on 
musical performance anxiety. Data showed that Cypriot students appeared to be more 
anxious, and this might be related to “the culture of Cypriot society that placed great 
emphasis on educational achievement and obtaining qualification” (p. 306). In success-
oriented societies where the main emphases were productivity and achievement, the 
increase in experiencing MPA was related to the feared inability to meet the expectations 
of the society and others. Data also demonstrated that British students appeared to be 
more experienced and less anxious, and this might be contributed to their belonging to a 
supportive musical community. Effectiveness of repeated performance before a small 
supportive audience can help musicians in reducing performance anxiety. 
 One hundred and sixty seven musicians in Taiwan, including both professionals 
and students alike, were surveyed in a self-report questionnaire developed by Yen (2007) 
to assess participants’ performance and learning experiences, and prevalence and 
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management strategies related to MPA. The researcher-developed questionnaire included 
two parts. The first part was an anxiety scale that was used to measure the participants’ 
anxiety level under different conditions such as jury examinations, concerts, solos, or 
chamber recitals. The second part of the questionnaire was used to assess participants’ 
anxiety level and performance experiences before, during, and after the recital.  
  Forty-two percent of respondents reported that they experienced performance 
anxiety in different degrees from moderate to severe. MPA was experienced differently 
depending on instrument type, length of study, and gender. The results showed that (a) 
female participants reported significantly higher anxiety levels than males in all 
performance conditions; (b) students on different instruments exhibited different 
performance anxiety symptoms; for example, vocalists might experience problems with 
breath control and pianists might suffer from memory or cold hand problems; (c) the 
anxiety level increases starting a few days before the performance and lasts until the 
moment when the performance is over (p. 1). In addition, musicians experienced the 
greatest level of anxiety while prepping back stage, immediately before the performance. 
 Xie and Leong (2008) examined the relationships between state, trait, and social 
anxiety between Chinese and American university students. There were 324 Chinese 
students and 333 American students that participated in the study. Each participant 
completed the “State-Trait Anxiety Inventory” (STAI) and “Social Avoidance and 
Distress scale.” The results indicated that “Chinese university students reported higher 
levels of Trait Anxiety and Social Anxiety than did American university students, but the 
two groups did not differ on levels of State Anxiety” (p. 56). This might have been due to 
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the fact that the Chinese culture emphasizes high expectations to preserve harmony in 
interpersonal relationships; therefore, Chinese students become anxious about social 
situations and are afraid of being evaluated by others. In addition, obedience to authority 
is another important characteristic in Chinese culture and seems to correlate with the 
students’ levels of anxiety. Consequently, this study concluded that “Chinese students 
were more anxious, socially avoidant, and distressed than American students” (p. 57). 
 Wang and Tamis-Lemonda (2003) studied the cultural values of collectivism and 
individualism on child-rearing values in Taiwan and the United States. Interviews were 
conducted with 81 mothers (41 mothers from Taiwan and 40 mothers from the United 
States). Open-ended questions, Likert-type questions, and ordering of values were 
administered to assess child-rearing values, which consisted of five broad categories: 
individuality, achievement, proper demeanor, decency, and connectedness. The results 
revealed a number of interesting differences reported by the Taiwanese and the U.S. 
mothers regarding their child-rearing values. Firstly, the most significant differences 
between the two cultures were for the values of individuality, achievement, and 
connectedness. Wang and Tamis-Lemonda’s (2003) study found the following: 
U.S. mothers mentioned individuality (e.g., emotional independence, creativity, 
assertiveness, curiosity, and self-esteem) and connectedness (e.g., love/attachment 
to family, sharing with others, compassion/consideration) significantly more than 
Taiwanese mothers (individuality: 20.5% vs. 12.0%, p < .01; connectedness: 
20.7% vs. 13.8%, p < .05), whereas Taiwanese mothers mentioned achievement 
(e.g., self-reliance, working hard in school, and diligence) more often (25.0% vs. 
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13.4%, p < .01). (p. 635) 
 Secondly, with respect to cultural differences, the three child-rearing values most 
often mentioned by Taiwanese mothers were self-reliance, diligence, and love/attachment 
to family; however, for the U.S. mothers, the most important values were respect for 
others, compassion/consideration, and honesty. This study provided insights and 
differences through a cross-cultural inquiry of parenting views. The differences of child-
rearing values help us understand how culture may influence the values of its people. 
Prevalence of Musical Performance Anxiety 
 Performance anxiety has become a major concern among musicians and other 
performing artists. Many performers have experienced performance anxiety in some form 
and to various degrees. Their anxieties might be associated with a variety of uncertainties 
including worries about mistakes, concerns about the quality of a performance, care about 
other people’s opinions, and fear of playing wrong notes (Lee, 2002). A national survey 
of 2,212 professional orchestra musicians, members of the International Conference of 
Symphony and Opera Musicians (ICSOM), by Fishbein et al. (1988) indicated high 
prevalence of medical problems in musicians. This study was conducted with 
professional musicians throughout the United States, and 48 ICSOM orchestras were 
selected, ranging from a small ballet orchestra to a large symphonic orchestra. A self-
completion questionnaire was developed by ICSOM’s committee and then distributed to 
musicians to collect data. The total of 2,212 musicians completed questionnaires. The 
results showed that 82% of ICSOM musicians reported experiencing a medical problem, 
and 76% of them suffered from at least one problem that had a major influence on their 
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performance (Fishbein et al., 1988). String players were reported as experiencing the 
most severe medical problems among ICSOM musicians.  
 Among these medical problems, including musculoskeletal and non- 
musculoskeletal issues, MPA was reported as the “most frequently mentioned severe 
problem among ICSOM musicians” (p. 6). In addition, the most often mentioned 
problems occurred in “musculoskeletal locations” such as shoulder, neck, and back. 
Many ICSOM musicians also mentioned experiencing problems with their fingers, hands, 
and arms. Implications of this study showed that musicians’ medical problems can 
dramatically impair the quality of both musical performance and audience enjoyment, 
and many professional musicians still suffer from it, even to the point of abandoning 
potentially promising musical careers. Musicians’ medical problems deserve serious 
attention from music educators, psychologists and health professionals to prevent health-
related performance problems.   
 A similar study conducted by Bartel and Thompson (1994) indicated that, “most 
musicians (96%) reported experiencing stress related to performance” (p. 72). This cross-
sectional study focused on the musicians from 19 major professional orchestras in the 
Organization of Canadian Symphony Musicians. Investigators received completed 
questionnaires from 204 volunteer respondents with questions related to stress and 
performance, the symptoms of that stress, the coping strategies employed to deal with the 
stress, the effectiveness of the chosen coping strategies, and the health outcomes related 
to those strategies. The findings of the study suggested that (a) a higher percentage of 
professional orchestra musicians reported experiencing anxiety and physical and mental 
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symptoms related to performance; (b) beta blockers, exercise, and music preparation 
(e.g., warm-up, rehearsal, slow practice, and practice of the more difficult parts) were 
considered as the most effective coping strategies among orchestra musicians; (c) 
although the result showed that beta blockers were the most effective coping strategy 
reported among orchestra musicians, it had some side effects related to health that could 
not be ignored (Bartel & Thompson, 1994).  
 Consequently, performance anxiety is common among musicians, and many of 
them still suffer anxiety at some point during their careers, whether they are amateurs or 
professionals (Marshall, 2008; Thomas, 2009). It is, therefore, necessary to pay attention 
to musicians’ psychological states and to assess what musicians’ actual needs are in order 
to prevent its occurrence.  
Musical Performance Anxiety and Sports Anxiety 
 According to Hackfort and Spielberger (1989), research began on relationships 
between anxiety and sports performance as early as 1892 and then saw a dramatic 
increase among sport psychologists over the past decade. The research findings of several 
representative studies of stress and anxiety in sports settings helped musicians and music 
educators to gain insights and understanding into musical performance anxiety (MPA). It 
was relatively easy to find that sports performance and music performance share some 
similarities in the anxiety-performance relationship (Hackfort & Spielberger, 1989; 
Yoshie, Shigemasu, Kudo, & Ohtsuki, 2009).  
 Yoshie et al. (2009) investigated the relationship between the CSAI-2R 
(Competitive State Anxiety Inventory-2) subscales and the quality of music performance 
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in 51 university piano club members from eight different universities in Tokyo, Japan. 
The purpose of this study was to examine the effects of pre-performance psychological 
states on performance quality in pianists “in order to compare the anxiety-performance 
relationship with that in athletes and to gain insights into the effective coping strategies in 
MPA” (p. 70). The design of this study was based primarily on quantitative research by 
employing a pre-performance questionnaire (CSAI-2R) and a post-performance 
questionnaire (Performance Anxiety Questionnaire). Yoshie et al. (2009) described the 
relationships between music and sports in three primary ways. First of all, motor control 
of trained responses in muscles and high levels of technical efficiency are significant for 
athletes and musicians alike. Secondly, high levels of cognitive anxiety are experienced 
by both musicians and athletes, and can contribute to distraction, worry, and errors in 
performance as well as technical inefficiency. Finally, the extensive knowledge gained 
from decades of research in sports psychology on the relationship between anxiety and 
performance (including various cognitive and behavioral coping strategies) is beneficial 
to musicians as well (Yoshie et al., 2009). 
 The results of this study showed the following: (a) “self-confidence, reducing pre-
performance cognitive anxiety, and interpreting the symptoms of cognitive anxiety as 
being facilitative to the subsequent performance will improve performance quality” (p. 
55); (b) high levels of cognitive anxiety might interfere with technical accuracy; (c) there 
appeared to be a negative correlation between somatic anxiety and performance quality. 
The first two results were consistent with previous findings of research in sports 
psychology; however, the third result produced an ambiguous conclusion and only 
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partially supported by the previous findings.  
 Generally, the similarities between sports psychology and music performance and 
a vast amount of knowledge in the field of sports psychology not only provided 
implications for the enhancement of music performance, but also offered successful 
principles of sports psychology which can be applied to musicians’ needs. Green (1986), 
a musician and the author of the “Inner Game of Music,” which was a reworking of the 
book “Inner Game of Tennis,” explained psychological similarities between athletes and 
musicians. The author provided pedagogical techniques to help students and musicians to 
overcome self-conscious and MPA. “The Inner Game techniques can reduce the effects 
of self-interference and guide us toward an ideal state of being” (p. 56). The ultimate goal 
of the Inner Game of sports or music remained the same: “to reduce mental interferences 
that inhibit the full expression of human potential” (p. 7). 
Factors Related to Musical Performance Anxiety 
 Salmon, Shook, Lombart, and Berenson (1995) indicated several factors that 
contributed to debilitating performance anxiety: anticipatory worry, apprehension before 
playing, fear of making mistakes, and worry about audience reactions. This study 
involved 154 keyboard and other musicians who completed a self-report questionnaire 
developed by the researchers. The purpose of the study was to investigate “performance 
stress-related impairments and injuries in keyboard and other musicians” (p. 141). The 
report showed a significant percentage of participants, 70% overall and 79% of keyboard 
players, experienced MPA resulted from either psychological stress factors or physical 
problems. Among these performance-related stress and anxiety symptoms, tension was 
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reported to be the biggest factor affecting musicians’ performance. Other performance 
impairments, either physical or medical problems, included “headache (51% overall/48% 
keyboard), vision problems (31%/21%), tendinitis (18%/19%), and musculoskeletal 
impairments involving the arm and shoulder (16%/19%)” (p. 142). 
 Lehrer et al. (1990) investigated three factors related to MPA: worry, judgmental 
thinking, and the presence or absence of coping strategies to manage anxiety. The 
participants were selected from students at one conservatory and college-level music 
department in London, England. A total of 238 musicians completed the Music 
Performance Anxiety Questionnaire (MPAQ). “The MPAQ comprised 32 questions 
assessing particular sources of performance anxiety as experienced during a concert, such 
as forgetting the music or being distracted by various elements” (p. 13). The report 
showed the results and their effects on music performance anxiety as follows: (a) the 
researcher found strong correlations (r = .66, p < .001) between worry and debilitating 
performance anxiety; (b) the results reported a significant positive correlation (r = .31, p 
< .001) between judgmental thinking and debilitating performance anxiety; and, (c) 
musicians who applied a relatively large number of coping strategies appeared to reduce 
the debilitating aspects of MPA more effectively. Other factors such as feelings of 
apprehension, distractibility, fear of mistakes, judgmental attitude toward performance, 
and depending primarily on opinions of others as the only means of judging performance 
skills that were found to have negative effects on performance quality.   
 In a study involving students in the Eastman School of Music, Nideffer and 
Hessler (1978) identified the effects of three threat factors affecting musicians. The first 
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was the perceived presence of significant others. The more a performer cared about the 
opinion of the audience, the more likely that created debilitating performance anxiety. 
The second factor centered on how important the performance was and how it might 
affect the person’s life. If a performer over-emphasized the outcome, which was 
perceived as a determinant of his/her future career, orchestra position, salary, 
competition, or acceptance into the school of choice, the feelings of physical and 
psychological tension tended to make the problem worse. Lastly, the more musicians 
perceived music as the center of their lives, the more likely that the threat could produce 
pre-performance anxiety and contribute to debilitating performance.   
 Following the identification of the threat factors, the Nideffer and Hessler (1978) 
utilized a psychological pretest, the Attention and Interpersonal Style Test, to investigate 
those students who might have experienced MPA and somehow benefited from the 
program designed to help them gain control over MPA. “The program combined training 
in relaxation, and the development of positive attitudes and images (correspondingly 
replacing old negative ones) with biofeedback to provide the student with greater self-
confidence and control” (p. 151). This study implied that performance anxiety training 
programs should be included in instrumental pedagogy and music teacher training 
programs.   
 A study conducted by Henderson (1985) involved 50 professional musicians who 
completed 93 questions related to performance and anxiety. Questions pertained to topics 
such as the effect of home environment and parental attitude, the influence of music 
teachers, attitude toward performance, characteristics of performance anxiety, factors that 
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contribute to performance anxiety, and methods that professional musicians employ to 
control performance anxiety (Henderson, 1985). The results indicated several significant 
factors that influenced debilitating performance: (a) “parents played an important role in 
the early development of attitudes and beginning musical success;” (p. 1) (b) teachers 
could integrate psychological strategies such as guidance, praise, and a sense of well-
being into their teaching methods in training MPA-free musicians; (c) a performer’s 
attitude toward performance was important, including how he/she saw himself/herself 
during a performance; and, (d) performers should be aware that intermediate arousal 
(anxiety) or physiological changes in the body were normal during performing. While 
anxiety continues to prevail over personal control, these changes might affect 
performance. It is quite likely that these factors worked together to undermine 
performance and all of them negatively affected performance quality. Each of these 
factors could limit the “effective allocation of cognitive resources that were necessary for 
optimal performance” (Stroessner & Good, n.d., para. 2). 
Individual Beliefs and Personalities Related to MPA 
 There are various theories (e.g., Bandura’s Self-Efficacy Theory, Kelly’s Personal 
Construct Theory, and Psychoanalytic Theory) and individual beliefs and personalities 
(e.g., identity, self-esteem, self-image, ability, and perfectionism) as to how and why 
performance anxiety affects musicians. These psychological theories and personal beliefs 
were developed to improve our understanding of MPA, to predict behaviors, and to 
provide useful treatments that control anxiety.   
 The research findings by Tobacyk and Downs (1986) suggested that Kelly’s 
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(1955) Personal Construct Theory and Ellis’s (1962) Theory of Rational Emotive 
Therapy could significantly help to understand and measure musicians’ cognitive process 
and thus predict musical performance anxiety. The study focused on measuring the 
relationship between MPA, personal threat, and irrational beliefs based on two samples, 
33 applied music majors at a small liberal arts college and 29 music majors in the 
Louisiana Tech University. All participants were required to complete three 
questionnaires—Threat Index, the Irrational Belief Questionnaire, and the State Anxiety 
Inventory—at the beginning of the quarter. At the end of the quarter, each participant was 
required complete the second State Anxiety Inventory three days before performing 
his/her music jury.   
 According to Tobacyk and Downs (1986), Ellis’s philosophy asserted that an 
individual who held irrational beliefs tended to experience increased state anxiety and 
irrational beliefs that trigger negative emotions, such as “I must be perfect” and “I must 
be loved by everyone.” Ellis’s (1962) Rational Emotive Therapy approach actively 
sought to change an individual’s self-defeating beliefs and behaviors by demonstrating 
irrationality and rigidity. Ellis believed that through rational analysis, people could 
understand their irrational beliefs and then replaced them with more positive and rational 
thoughts to cope with anxiety. However, “Kelly’s Personal Construct Theory is based on 
the notion that a person’s behaviors are determined by how he or she understands 
(constructs) the world” (p. 779). Thus, behaviors and emotions were the result of personal 
constructs. The findings of the study suggested the following: (a) musicians who 
“implied the greatest amount of personal construct system reorganization” (p. 779), such 
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as change in the construal of a core constructs (e.g., as those that maintain people’s 
identities and existence), would be more threatened under enhanced performance 
conditions and therefore increased the amount of state anxiety as jury approached; (b) the 
results from the two studies were “clearly consistent with the conceptualization of threat 
in the personal construct theory and supported the predictive validity of this methodology 
derived from the personal construct theory to measure and understand threat and anxiety 
about music performances” (p. 779); (c) Ellis’s notion of irrational beliefs was associated 
with poorer performance quality in musicians.  
 Craske and Craige (1984) investigated the relationships among MPA, the three-
system model and self-efficacy in two different conditions: performance alone condition 
and audience condition. The sample included 40 piano students at the University of 
British Columbia. The two groups, each comprised of 20 pianists, were designated 
respectively as the relatively anxious group and the relatively non-anxious group based 
on the screening questionnaire—the Report of Confidence as a Performer Scale. Five 
Self-Report Scales, Subjective Units of Distress Scales, two Self-Efficacy Scales, and the 
Performance Anxiety Self-Statement Scale were later administered before and after each 
performance condition. Results of the study revealed the following: (a) the relatively 
anxious group presented heightened emotional responses and poorer performance quality 
compared to the non-anxious group in front of the audience; (b) in the audience 
condition, an extremely anxious group might perceive the presence of all three 
components at once: physiological, cognitive, and behavioral. “Response synchronized” 
occurred when fearful individuals responded to increase or decrease in each component 
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simultaneously; on the other hand, the non-anxious group might respond to only one or 
two of the components; (c) this finding was consistent with Bandura’s Self-Efficacy 
Theory. Musicians who lacked confidence were often prevented from performing up to 
their ability. Self-efficacy was defined as how an individual appraised his/her confidence 
and ability. It encompassed beliefs (e.g., “I am competent” or “I am incompetent”) that 
had a direct influence on performing facilitation. Self-efficacy had an immediate impact 
on the potential for performance success, based on whether or not individuals viewed 
themselves as good or poor performers. 
 Mor, Day, Flett, and Hewitt (1995) examined the association between the 
personality trait of perfectionism and anxiety among 49 professional classical musicians. 
Each participant had to complete a package consisting of three questionnaires—
Multidimensional Perfectionism Scale, Personal Control Scale, Performance Stress Scale. 
“Subjects’ self-reports were examined to determine whether facilitating and debilitating 
performance anxiety was correlated with self-oriented and socially prescribed 
perfectionism” (p. 212). The results showed that musicians with higher personal 
standards of perfection (e.g., “I must work to my full potential at all times”) and social 
standards of perfection (e.g., “The people around me expect me to succeed at everything I 
do”) experienced more debilitating anxiety than those musicians who did not score highly 
on these items. Perfectionism, in psychology, is a belief that perfection can and should be 
attained. In performance situations, musicians believing in perfectionism could not accept 
the possibilities of any errors; otherwise, they felt that they failed. The results of Mor et 
al.’s study confirmed that perfectionists often held a self-critical attitude and tended to be 
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critical of each performance. Therefore, Mor et al. (1995) suggested that it was important 
to replace the self-critical attitude with more balanced and rational attitudes and beliefs 
toward performing.  
 Weisblatt (1986) presented four clinical examples, described a psychoanalytic 
view of performance anxiety, and provided analysis and treatment suggestions on each 
clinical work with musicians who had severe performance anxiety. According to the 
author, psychoanalytic theory emphasized the role of unconscious conflicts, traits, and 
personality (i.e., childhood fear of loss of parental love). The unconscious mind 
continued to influence behavior and experience even though the participants were 
unaware of these underlying influences. This childhood fear of loss manifested in an 
unconscious adult mind influenced personality, behavior, attitudes, and traits (e.g., 
feeling shamed and ashamed, being inadequate, and losing control) later on in adult life. 
The researcher asserted that, “the impact of early childhood experiences, stored in the 
unconscious, could lead to the development of adult emotional problems” and “affected 
the patient’s current life” (p. 65). 
 Hamann (1982) investigated the relationships between performance anxiety, 
musicians’ training and ability, and performance quality under enhanced and reduced 
anxious performance conditions. The participants were 90 music students, 42 male and 
48 female, at the University of North Carolina in Greensboro, who were required to 
perform one musical composition of their choice in both an enhanced anxiety condition 
(a repertory class with audience presented) and a reduced anxiety condition (a room with 
only tape recording equipment). After performing in both performance conditions, the 
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participants were measured with STAI (State-Trait Anxiety Inventory) and STPI (State-
Trait Personality Inventory). The researcher reached the following conclusions: (a) all 90 
participants experienced an increase in anxiety when performing in an enhanced anxiety 
condition with audience, an instructor and peers present; (b) the findings also suggested 
that musicians with high trait anxiety were much more prone to a higher degree of 
performance anxiety compared to those with a low or medium degree of trait anxiety; 
and, (c) there was a relationship between anxiety and musicians’ performance ability and 
training. Musicians with many years of formal training or high ability performed better 
under an enhanced anxiety condition than those who had less years of formal training. 
Therefore, Hamann stated that, “anxiety could have motivational or drive properties for 
musicians with high training or ability (task mastery)” (p. 88). 
 Hamann and Sobaje (1983) worked with 60 music students, 25 male and 35 
female, at the University of Northern Colorado in Greeley and examined the relationships 
between A-Trait/A-State anxiety and drive or motivation properties under non-jury and 
jury conditions. The results were consistent with Hamann’s (1982) findings and reached 
the same conclusions that (a) performers with high trait anxiety tended to exhibit 
significant decrease in performance quality under an enhanced performance condition 
(jury condition) compared with those with a low degree of trait anxiety; (b) participants 
with high trait anxiety were usually more prone to a higher degree of state anxiety than 
those with mild trait anxiety; and, (c) participants with less years of formal training gave 
poorer performance under enhanced performance conditions. 
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Effects of Teaching Strategies and Pedagogical Variables on MPA 
 Lee (2006) examined and evaluated the effects of teaching strategies on students’ 
experience with MPA. This study specifically focused on the relationships between 
master teachers’ teaching techniques, behaviors, attitudes, and students’ experiences of 
MPA in the applied piano studio. A qualitative, in-depth interview was employed to 
collect data about students’ experiences and effects of teachers’ teaching strategies 
related to the development of students’ anxiety with seven master piano teachers and nine 
piano students. The research questions included: (a) whether master piano teachers 
incorporated any teaching techniques, methods, and psychological skills to address and 
enhance students’ ability to cope with MPA and how effective they are; (b) how the 
student-teacher relationship affected students’ experiences of MPA; and, (c) whether 
teachers’ coping strategies and techniques to help students’ relieve the symptoms of MPA 
were effective.   
 The study yielded the following results and implications: (a) anxious individuals 
may perceive manifestations of three major components of conceptualization of anxiety: 
physiological, cognitive, and behavioral at once; (b) the experience of performance 
anxiety may begin early in a musical career; therefore, it is important to address this 
phenomenon during the preparation stage and to take a strong prevention focus rather 
than in a process of treatment therapies later in their musical career; (c) adequate 
knowledge and available information should be introduced to students in an early stage in 
their musical training program, such as appropriate parental support and expectations, 
and learning of self-management strategies early in one’s musical education, which can 
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help musicians to mitigate the effect of performance anxiety in their future professional 
career; and, (d) there was an association between teachers’ strategies, behaviors, methods, 
techniques, and students’ performance anxiety level. It is important to incorporate various 
strategies and techniques from psychological perspective in the musical training program, 
and include pedagogical practices for music educators to integrate these prevention 
principles into their core curricula. Lee (2006) suggested the following strategies to help 
students manage anxiety: “fostering healthy attitudes, pre-performance preparation, and 
memory” (p. 1). 
 The study by Kokosaki and Davidson (2003) revealed that the role of “teacher” is 
considerably important in establishing positive self-esteem and building positive past 
experiences to overcome MPA. This study involved vocalists in their second and third 
year of college at Guildhall School of Music in London. Kokosaki and Davidson (2003) 
studied the relationships between performance anxiety, gender, personality trait and state 
condition, and students’ achievement. Based on the report of Spielberger’s “State-Trait 
Anxiety Inventory,” the study yielded the following results and implications: (a) females 
were prone to be more anxious than men during juries; (b) the research finding was only 
partially consistent with State-Trait relationship. The previous literature and research 
(e.g., Cox & Kenardy, 1993, Hamann, 1982, Hamann & Sobaje, 1983; Salmon, 1990) 
claimed that musicians with high trait anxiety were much more prone to higher levels of 
performance anxiety compared to those with low or medium levels of trait anxiety. 
Surprisingly, the result of this study indicated that, “state anxiety cannot be wholly 
predicted by the trait scores” (p. 53). According to Kokosaki and Davidson (2003), this 
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inconsistency may be due to individual differences including, “musician’s life-history, 
their previous experience to stressful performance situation, the degree of their emotional 
and physical arousal, and their involvement and motivation” (p. 54). As a result, 
Kokosaki and Davidson asserted that it is important for music teachers to identify “each 
student’s learning background and experience, and by close examination their individual 
mental and emotional processes, teachers will have at their disposal the essential 
background knowledge and information to work further towards the development of the 
student’s self-confidence, with the application of strategies to enhance independence and 
self-sufficiency” (p. 53).  
 DeForest (1998) examined the relationship between pedagogical variables and 
MPA. Forty-nine voice, piano, and instrumental majors from Baylor University’s School 
of Music volunteered as subjects. Sample criteria required that all subjects who 
participated in the study completed two questionnaires, the “State-Trait Anxiety 
Inventory” (STAI) and “Performance Anxiety Inventory” (PAI), and participated in a 
semi-structured interview. The qualitative interview questions consisted of topics such as 
teacher-student interaction, students’ current and past formative music education 
experiences and pedagogical variables that affect MPA. The 12 pedagogical variables 
were examined specifically to identify the influence of teacher methods, techniques, 
attitudes and behaviors on students’ MPA. According to DeForest, the 12 pedagogical 
variables are: “tempo, technique, abusive teacher, outside learning, activity-recital day, 
constructive criticism, positive comments, negative comments, rehearse on stage, hot 
rehearsal, and plan for rehearsal and practice” (p. 46). 
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 The results found that teacher-student interaction and teachers’ behaviors had 
positive impacts on students’ MPA. Teachers can influence the social, emotional and 
cognitive development of a student by teaching with “love, enthusiasm and genuine care 
for the well-being”; however, belittlement, humiliation, and abuse are behaviors that are 
found to exacerbate MPA (p. 112). In addition, considering the relationship between 
teacher-student interaction on 12 pedagogical variables, the results indicated that (a) 
“having a teacher who was abusive, either physically or verbally, made students much 
more anxious” (p.117); (b) appropriate support and expectations could reduce anxiety 
level; (c) positive comments from the teacher could help students to build self-esteem 
before the recital however, negative comments could affect students’ personal experience 
of MPA; and, (d) teachers who employed empathic teaching, with a great amount of 
attention and care on students, could motivate students and build a solid base of self-
esteem. Conversely, apathetic teaching not only exacerbated anxiety but also increased 
self-doubts, low self-esteem, and caused debilitative to performance quality.  
Summary 
 Music performance anxiety (MPA) is a serious problem for many musicians, 
sometimes leading to impaired performance. The research cited in this literature review 
clearly indicates that anxiety has a considerable impact on performance. Early 
psychological research provided future researchers with a theoretical framework for 
better understanding the components of anxiety. Psychologist Peter Lang (1971) has 
proposed a three-system conceptualization model of anxiety comprising of a loosely 
correlated constellation of cognitive, physiological, and behavioral components. 
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Additionally, the relationship between sports performance and arousal has been 
investigated from a number of perspectives in recent years, and has also become an 
important source of information for musicians. Much of the emphasis in music education 
has been placed on how to develop musicians’ capabilities as performers, such as 
technical skills and musicianship, but the psychological aspects that could affect the 
quality of performance have been neglected. A great deal of evidence shows that the 
cognitive aspect of performance anxiety, such as irrational thoughts and negative self-
talk, has a significant impact on performing. Previous research also has indicated that 
individuals with high trait anxiety tend to experience self-doubts and low self-esteem and 
find such anxiety debilitative to performance. Those with mild trait anxiety will find 
anxiety enhances a peak performance.  
 Recent advances in the theory and measurement of MPA have increased our 
understanding of this experience for musicians, and a considerable amount of literature 
exists on music performance anxiety, (addressing psychological treatments, and various 
therapies and interventions with a specific focus on the process of curing MPA). Music 
education still neglects the importance of performance anxiety prevention in the early 
stage of students’ musical careers. Addressing the issues related to MPA during the 
preparation stages, rather than attempting to cure symptoms afterwards, is the most 
effective way to help students manage their anxiety. Learning emotional self-
management strategies, frequent low-stress and no-pressure performance opportunities, 
performing in positive, non-judgemental, enjoyable environments, and physical, technical 
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and psychological preparation before performing are integral to the development process 
for musicians.  
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CHAPTER 3: Methodology 
 The purpose of this study was to investigate and described how college piano 
majors in Taiwan coped with anxiety problems during public performances. I 
investigated the experiences of MPA among college piano majors in Taiwan and their 
piano instructors. I sought to understand how the student participants reported their 
anxiety developed, and their experiences with coping strategies during public 
performances. I explored their piano professors’ experiences with music performance 
anxiety, their coping strategies, and how they taught their students to deal with anxiety. 
In addition, I explored whether the participants reported any societal and familial 
influences as contributing to their own performance anxiety.  
 The following research questions guided this study:   
1. How do college piano majors in Taiwan describe the process of preparing and 
presenting a musical performance with regards to MPA? 
2. How do college piano majors in Taiwan describe performance experiences 
with regards to MPA and its potential effects on them? 
3. What are the factors contributing to the increase of MPA? 
4. How do master piano teachers in Taiwan address MPA, if at all, in the applied 
piano studio?  
a.  If MPA is addressed, how do the master piano teachers and piano  
students use teaching methods, strategies, and techniques to address and 
improve the students' ability to cope with MPA? 
b.  How effective are teachers’ coping strategies and approaches to manage  
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students’ MPA? 
Qualitative Methodology 
 I used a qualitative research approach to explore how selected piano majors and 
their instructors in Taiwan coped with MPA. According to McMillan and Schumacher 
(1997), “qualitative research is based on the in-depth verbal description and 
understanding a phenomenon, and the goal is to capture the richness and complexity of 
behavior that occurs in natural settings from the participants’ perspective” (p. 25). 
Creswell (2009) indicated that qualitative researchers seek a more in-depth understanding 
and description of a phenomenon, an issue or problem, a range of ideas and feelings 
about a topic, and different aspects of opinions among different groups of people. 
 The problems addressed by Musical Performance Anxiety are complex. 
Employing the qualitative research method will generate rich, detailed data to broaden an 
understanding and to gain perspectives from multiple data sources to be integrated and 
compared within the results of the study. The focus on qualitative methodology is chosen 
precisely because I am more interested in insight, discovery, and interpretation than in 
hypothesis testing (Merriam, 1998). Merriam (1998) stated that qualitative research 
covers several research strategies that help us to understand and explain the meaning of 
social phenomena. I selected a qualitative methodology because “qualitative research is 
an effort to understand situations in their uniqueness as part of a particular context and 
the interactions there” (Patton, 1985, p. 1). Additionally, “the analysis to be able to 
communicate that faithfully to others who are interested in that setting. The analysis 
strives for depth of understanding” (Merriam, 2009, p. 14). 
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 Qualitative research has several essential characteristics that provide rigorous 
approaches to illustrate and answer the complex research questions in my study. The first 
characteristic is that researchers strive to understand the meaning people have constructed 
about their world and their experiences in their natural settings (Creswell, 2009; Merriam, 
1998). The second characteristic is that the researcher is the primary instrument for data 
collection and data analysis through various sources, such as observation, field notes, 
interviewing participants, and examining documents and instruments (Creswell, 2009; 
Merriam, 1998). Third, qualitative researchers build findings inductively derived from 
patterns, categories or concepts and to shape the overarching themes (Creswell, 2007; 
Teddlie & Tashakkori, 2009). This process moves from the “bottom up,” and builds 
major themes from “particular (e.g., data) to general (e.g., theory)” (Teddlie & 
Tashakkori, 2009, p. 25). Fourth, researchers should look into participants’ meaning 
without holding personal bias, and “keep focus on learning the meaning that the 
participants hold about the problem or issue” (Creswell, 2007, p. 39). Finally, the 
qualitative researcher should interpret everything she sees, hears, and understands to the 
final report without separating from her background, contexts and personal 
understandings. After the report is issued, readers and participants offer another 
interpretation of the study. The interpretation can bring multiple views of the issues 
studied (Creswell, 2007, p. 39).  
 In summary, the advantage of using the qualitative method is that it generates 
rich, detailed data that leaves the participants’ perspectives intact. It explores into issues 
related to the research problems. The qualitative research method allows me as a 
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researcher to learn as much about participants’ MPA experiences as possible by looking 
at their approaches to learning and performance from many different angles, and also to 
investigate individual attitudes, reactions, feelings, and behaviors.   
Research Design 
 The strategy of inquiry chosen for this study was a multiple-case study model 
with questionnaires. I first administered two sets of questionnaires that had been 
developed to help provide insight into MPA. These included the “State-Trait Anxiety 
Inventory” (See Appendix F) and the “Performance Anxiety Inventory” (See Appendix 
G). Upon successful completion of the pre-screening questionnaires, the participants with 
higher scores, which indicated greater anxiety levels, were selected for the follow up 
interview session. Semi-structured interviews with eligible participants were conducted in 
order to obtain accurate and detailed qualitative data from students and applied piano 
faculty members (See Appendix I and J). The inclusion of two standardized 
questionnaires in this study provided an initial understanding of participants’ anxiety 
level and general scope of that problem. The survey data provided an overview of 
students’ MPA in general and a starting point from which the in-depth interviews were 
conducted later to elicit students’ experiences of MPA. I discussed these questionnaires 
further in the data collection section of this chapter. 
 This study used a multiple-case study research design. The multiple-case study 
method was selected because it allowed me to explore in depth a “program, event, 
activity, process, or one or more individuals” (Creswell, 2014, p. 14). The ultimate goal 
was to understand the complex phenomenon in a holistic way. In addition, applying the 
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multiple-case study model helped me to obtain a deep understanding of cultural systems, 
including sets of interrelated activities engaged in a social situation (Stake, 1995). Lancy 
(1993) defined a case study as an exploration of a “bounded system” or a case (or 
multiple cases) over time through “detailed, in depth data collection involving multiple 
sources of information rich in context” (p. 54). Moreover, a multiple-case study design 
provided me “a proven tool for achieving a deep understanding of a specific 
phenomenon”—for example, for the purpose of this study, when using multiple cases, 
each case was treated as a single case, which involved in-depth interview with each 
participant (Zach, p. 4). The multiple-case study method “can be used successfully to 
probe beneath the surface of a situation and to provide a rich context for understanding 
the phenomena under study” (Zach, p. 4). However, the present study does not mix 
quantitative and qualitative approaches and data. Although I collected both types of data, 
they did not usually merge, connect, or embed them. The quantitative questionnaires 
were an add-on to the primary qualitative method; therefore, it would not be very 
rigorous quantitative data analysis and the findings did not address the issue of 
generalization (Creswell & Plano, 2007).   
 In summary, I investigated and examined this within-site, multiple-case study by 
examining Music Performance Anxiety involving student and instructor approaches to 
recital preparation and music performance experiences in Taiwan. I concentrated on 
describing each case in sufficient detail, making a good description of the case, 
developing an in-depth understanding of the case, and permitting the collection of 
detailed descriptive data. In addition, I also gathered multiple sources of data including 
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questionnaires and interviews, to show different perspectives of students’ MPA 
experiences to predict, explain, and provide multiple perspectives on the issues of music 
performance anxiety.  
Site 
 I focused on investigating the experiences with MPA among Taiwanese college 
piano majors and their instructors. The present study was conducted in universities where 
I studied and was employed. I had some level of access based on the former teacher-
student and employee relationships. I sent a letter to former colleagues asking for 
referrals of eligible participants interested in the study (see Appendix A). This letter 
explained the purpose and procedures of the study and I also provided the referring 
colleagues with the IRB-approved information sheet about the study, if requested, to give 
to potential participants (see Appendix B). Based on the distinct characteristics and great 
music programs offered from the site it provided “richer environments” for collecting 
research data. Purposeful sampling was utilized to make certain that the selected 
interviewed participants and sites were suitable for this study, because they were 
“important to the researcher given the interest in obtaining thick descriptive and 
information-rich data” (Creswell, 2007; Merriam, 1998, p. 54). 
 I selected participants from three universities in Taiwan: Tainan National 
University of the Arts, Tainan University of Technology, and National University of 
Tainan. These universities were selected for their long tradition and history in cultivating 
great musicians, preparing students for professional careers in music and providing the 
broader opportunities to experience and engage in music as performers. These schools are 
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located in southern Taiwan. The campus environments of these schools highlight their 
distinctive characteristics relating to the natural environment, including horticulture, 
outdoor art and garden design. These universities are dedicated to cultivating professional 
musicians of the younger generation with a firm rooting with an international worldview. 
They are historically strong in the field of music. In recent years, they have combined 
efforts with various international conferences and master classes to provide a better 
environment in southern Taiwan for musicians to polish their skills, and enhance their 
creativity and imaginations through a series of extensive programs. Open to the public, 
master classes and international conferences have begun to be important parts of the 
curriculum in addition to conventional conservatory music training. The format of the 
conferences and master classes are designed to encourage interaction and participation 
between local music teachers and students in music activities. This interaction is achieved 
by inviting well-established musicians to reside on campus, to feature chamber music 
groups with specialized repertoire, and to host world-recognized guest speakers. 
Participants 
 The participants were 122 college piano majors and three piano faculty members. 
A purposeful sampling and snowball technique was primarily used in this study. An 
informed consent form was sent and approved by each school indicating that there is no 
physical and psychological risk to the participants (see Appendix D and E). Upon 
obtaining permission from the administrations and faculty members of the selected 
universities (see Appendix C), and after prospective participants received sufficient 
information and agreed to participate, I then administered two sets of questionnaires that 
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had been developed to help provide insight into Music Performance Anxiety. These 
included “Spielberger’s State-Trait Anxiety Inventory” (STAI) and the “Performance 
Anxiety Inventory” (PAI) (Spielberger, 1977; Spielberger, 1980, as cited in Nagle, 
Himle, & Papsdorf, 1989). After completion of the pre-screen questionnaires, 20 
participants with higher scores, which indicated greater anxiety, were chosen because 
they were likely to be knowledgeable and informative in answering the research 
questions (McMillian & Schumacher, 1997; Nagle et al., 1989). After selecting the 
eligible participants, I explained the interview process to them and semi-structured 
interviews were conducted and scheduled at a time convenient for the participants.  
Data Collection 
 After approval of this proposal, all required IRB paperwork, permission from 
individuals and sites, the data collection for this study of the college piano majors and 
piano professors in Taiwan occurred during 2014 academic year. In this multiple-case 
study I collected data from two main sources: Survey data and Interview data. The data 
collection consisted of a two written questionnaires and an interview. All instruments 
were translated into Chinese and all data collections were conducted in Chinese. The 
STAI was developed by Charles D. Spielberger, and for the purpose of this study, I used 
the Chinese Adaption (1986) of the STAI (Form Y) developed in Taiwan by Emily Miao. 
“The Chinese version of the State-Trait Inventory, which is translated and modified from 
the English version, yielded internal consistency reliability (Cronbach alpha) of .85 for all 
items. Internal consistency reliability for the present sample was .88 and .89 for A-State 
and A-Trait, respectively” (Peng & Huang, 2014, p. 70).  
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 The qualitative interview data served as the primary form of data collection as it 
sought to understand human behavior and reasons that governed such behavior. On the 
other hand, the survey data added as a complementary, supportive and even necessary 
source to measure general scope of participant’s overall anxiety levels and personality 
characteristics. Together, the combination of both data yielded a much more rounded 
picture of participant’s life and behavior. This study favored the use of multiple angles to 
elicit a more complete view of what is going on in participants’ MPA and its perceived 
impacts on them, which really helped me to understand the complexities of MPA and 
provided me with insights into it. The aim of collecting the data through these various 
angles was to provide in-depth understanding of the findings and results.  
 The data collection began with two self-report MPA questionnaires, STAI and 
PAI, so that I could gain a general view of how participants express their attitudes, 
beliefs, feelings, and personalities toward the topic of music performance anxiety. Upon 
successful completion of the pre-screening questionnaires, the participants with higher 
scores, which indicated greater anxiety levels, were selected for the follow up interview 
session. The qualitative open-ended interviews were conducted and audio-taped in order 
to obtain accurate and detailed views from students and applied piano faculty members.  
 Questionnaires. The purpose of the survey data was to support the more detailed 
and descriptive findings of the qualitative method of the study. The quantified findings 
presented in numbers also made the findings more clearly presented in visual form, and 
easily accessible to the readers. The aim of using questionnaires was to gather general 
views of participants’ overall anxiety levels, including state and trait, and general 
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performance experiences issues that related to MPA. These questions covered a broad 
spectrum and the results were analyzed to find out the possible factors that affected 
students’ MPA.  
 The two questionnaires were collected using existing instruments that have been 
developed and tested numerous times showing high reliability and validity to measure 
individual music performance anxiety level, personality traits, and students’ perceptions 
of their experiences of MPA. All piano major students were asked to complete the two 
questionnaires—“Spielberger’s State-Trait Anxiety Inventory” (STAI) and the 
“Performance Anxiety Inventory” (PAI) (Spielberger, 1977; Spielberger, 1980, as cited 
in Nagle, Himle, & Papsdorf, 1989). In the literature of MPA, the “Spielberger’s State-
Trait Anxiety Inventory” (STAI) (See Appendix F) and the “Performance Anxiety 
Inventory” (PAI) (See Appendix G) “have been used extensively in the literature of 
MPA” and developed to assess music performance anxiety across various contexts 
(DeForest, 1998, p. 43).  
 The State-Trait Anxiety Inventory (STAI) is a self-report instrument for the study 
of anxiety in adults. It includes separate measures of state and trait anxiety. The first 
subscale measures state anxiety, and the second measures trait anxiety. The range of 
scores is 20-80, the higher the score indicating greater anxiety (Spielberger, Gorsuch, & 
Lushene, 1970). The State subscale consists of 20 items that ask how a person feels now, 
and reflects situational factors that may influence anxiety levels; the Trait subscale 
measures relatively stable individual differences in the tendency to perceive stressful 
situations as dangerous or threatening (Spielberger et al., 1970). 
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 Performance Anxiety Inventory (PAI) is based on Spielberger’s Test Anxiety 
Inventory (Spielberger, 1980, as cited in Nagle, Himle, & Papsdorf, 1989). It assesses all 
three components⎯cognitive, behavioral and physiological⎯that are now commonly 
believed to comprise MPA and other anxiety disorders. This inventory consists of 20 
questions, in a scale of 20-80, concerning the public recital experiences of performing 
musicians. A higher score indicates greater anxiety (Nagle et al., 1989). The collected 
data provided an overview of student’s performance anxiety level and a starting point. 
These questionnaires took approximately half an hour and were conducted on site by me. 
 Interviews.  The interviews were conducted mainly in Chinese. The interview 
method was an inquiry-based process of collecting rich and detailed information that 
explored greater detail and depth than the standard questionnaire method, allowing me to 
build a complex and holistic picture. Usually, the questionnaire instruments framed the 
questions and limited the range of answers to questions. These questions were not well 
suited to explore areas of research where issues remained unidentified and I sought to 
answer the question “why?” The interview technique could bring quantitative results to 
life, providing the stories and examples that helped readers to understand what people’s 
beliefs and attitudes, feelings, behaviors, and perceptions in the realm of MPA. For all of 
these reasons, interview technique was needed and a powerful tool to strengthen the 
purpose of this study and understand those complexities.  
 Upon successful completion of the pre-screen questionnaires, 20 participants with 
higher scores, which indicated greater anxiety, were selected for the interview session 
(Nagle et al., 1989). Semi-structured interviews were conducted for participants eligible 
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for the study. Interviews occurred at the participants’ schools for the sake of convenience. 
All interview sessions were audio recorded, and I also took notes during the interview to 
record my own reactions or important information of what was being said (Merriam, 
1998). The interviews allowed participants to express their own understandings, 
experiences, and feelings on the topic of music performance anxiety. To systematically 
gather information and record answers, interview protocols were needed—one set for 
student participants (See Appendix I) and the other for faculty members (See Appendix 
J). Each form consisted of several sections of open-ended questions that I developed, 
which included sections such as demographic information, personality, musical 
development and motivation, performance experiences, briefs and self-efficacy, and 
treatments and coping strategies. 
 Musicians all deal with elements of performance anxiety to one degree or another. 
“Each individual’s story is a mix of his or her own unique history and currently lived 
experience”; therefore, qualitative interviews with participants allowed me to capture the 
richness and depth of the complexity of components of MPA that occurred in natural 
settings from the participants’ perspectives (Hays, 2009, p. 118).   
Data Analysis 
 The analysis of qualitative data was an inductive information process (Creswell, 
2009). The uses of inductive analysis technique helped to build major themes from 
specifics (data) to general (major themes) (Creswell, 2007; Teddlie & Tashakkori, 2009). 
The typical form of the multiple-case study analysis technique was to provide detailed 
description of the case and then presented the themes within the individual case (Gall, 
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Gall, & Borg, 2003, p. 435; Harling, 2002, p. 32). Data analysis might begin informally 
during interviews or data collections and continue during transcription, when recurring 
themes, patterns, and categories became evident.  
 For the multiple-case study analysis, these particular cases were first treated as a 
comprehensive, special and unique by themselves (Merriam, 1998). “The first level of 
analysis was being true to, respecting, and capturing the details of the individual cases 
being studied” (Patton, 2002, p. 40-41). The first step in data analysis “consists of 
exploring the data to obtain a general sense of the data, memoing ideas, thinking about 
the organization of the data, and considering whether you need more data” (Creswell, 
2008, p. 250). The first stage of the data analysis is to transcribe the audio recordings into 
written text. The data in audio-recorded form obtained from interviews were first 
transcribed in Chinese. Together with the transcriptions, all the collected data were then 
translated from Chinese into English before analysis. I completed the translation from 
Chinese to English. A native Chinese speaker who is proficient in English (and was not 
part of the study) checked for accuracy of the translation to ensure that the original 
meaning was preserved and accurate. Then, after exploring the general sense of the data, 
the next step looked for experiences or relationships among ideas or segments from the 
perspective of the participants (Creswell, 2009). After that, I began with coding the data, 
dividing the text into small units (phrases, sentences, paragraphs), and then color-coded 
each unit until reaching the overarching themes (Creswell & Plano, 2007). The coding 
process helped me to group evidence and organize ideas. The results included multiple 
perspectives or views, themes (categories) or interrelated themes, specific quotes, and 
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different sources of data from participants in a study. Reading through details and 
specifics of the case enabled me to discover important patterns, themes, 
interrelationships, and general statements about the case being investigated (Orcher, 
2005; Patton, 2002;). The case study analysis provided rich details that facilitated the 
understanding and interpretation of students’ experiences related to music performance 
anxiety. All the findings were represented in tables, graphs and figures as well as narrated 
interpretations to show these interrelationships.  
 The data collected from two self-report MPA questionnaires, “Spielberger’s State-
Trait Anxiety Inventory” (STAI) and “Performance Anxiety Inventory” (PAI), were 
integrated and analyzed using a variety of quantitative techniques such as mean, median, 
standard deviation, central tendency, percentile rank, and range of scores. This data 
facilitated a holistic understanding of students’ experiences of MPA. The “descriptive 
analysis” procedure summarized the data and discovered threads and patterns, and these 
summaries were presented in tables, figures or graphs.  
 Data derived from both questionnaires and interview data allowed me to draw 
meaningful and accurate conclusions in the study, and “adds strength to the findings as 
the various strands of data are braided together to promote a greater understanding of the 
phenomenon being studied” (Harling, 2002, p. 67). 
Trustworthiness of the Final Report 
 A high overall quality of qualitative data depends on valid and reliable data 
(Teddlie & Tashakkori, 2009). In qualitative research, the following multiple strategies 
are important for me to assess the accuracy of the data, to convince readers the accuracy 
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of the data, and to validate the trustworthiness of that data. Strategies used to validate the 
trustworthiness of the data are: validity of two questionnaires, member checking, memo 
writing, and external auditor strategies, (Creswell, 2009).  
 Validity of two questionnaires. Reliable and valid self-report measures of MPA 
were used in this study to assess how each student deals with a range of general 
psychological aspects. Two self-report MPA questionnaires, “Spielberger’s State-Trait 
Anxiety Inventory” and “Performance Anxiety Inventory” were used to assess an 
individual student’s anxiety level, personality characteristics, and musical performance 
experiences. It is important to examine reviews of each instrument and determine 
whether the scores are valid and reliable taken from earlier administrations of the 
instruments.  
 Spielberger’s state-trait anxiety inventory. Spielberger’s “State-Trait Anxiety 
Inventory” (STAI) consists of two 20-item scales that measure state and trait anxiety. 
Various reliability and validity tests have been conducted on the STAI and have provided 
sufficient evidence that the STAI is an appropriate and adequate measure for studying 
anxiety in research and clinical settings. To assess its validity, investigators established 
the validity of their instruments through content validity and the validity of their scores 
through criterion-related and construct validity (Creswell & Plano, 2007). The following 
summarizes an example of validity from the State-Trait Anxiety Inventory Manual 
(Spielberger, 1983): 
Evidence of the construct validity of scores may be observed by comparing the 
scores of the military recruits, tested shortly after they began highly stressful 
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training programs, were much higher than those of high school or college students 
of about the same age who were tested under relatively non-stressful conditions. 
The mean S-Anxiety scores for the recruits (Male = 44.05; Female = 47.01) were 
also much higher than their own T-Anxiety scores (Male = 37.64; Female = 
40.03) suggesting that these subjects were experiencing a high state of emotional 
turmoil when they were tested. In contrast, the mean S-Anxiety (Male college 
students = 36.47; Female college students = 38.76) and T-Anxiety scores (Male 
college students = 38.30; Female college students = 40.40) for the normal 
subjects tested under relatively non-stressful conditions were quite similar. (p. 34) 
Concurrent validity compares the STAI anxiety scale and to other scales that measure 
anxiety. For example, the Anxiety Scale Questionnaire (ASQ) and Manifest Anxiety 
Scales (MAS) have positive correlation of scores (.73 and .85) with the STAI. In 
addition, correlations are presented in the manual between STAI and other measures of 
Trait-anxiety: the Taylor Manifest Anxiety Scale, the IPAT Anxiety scale, and the 
Multiple Affect Adjective Check List. These correlations are .80, .75, .52, respectively. 
Item consistency for the standardization subsamples were assessed by item-remainder 
correlations, such as working adults, students, and military recruits. These correlations 
were all greater than .30 (Spielberger, Reheiser, & Sydeman, 1995).  
 To assess the reliability of scores from past usage, it is important to assess internal 
consistency, reliability coefficients, and instrument test-retest results (Creswell & Plano, 
2007). Internal-consistency reliabilities estimated by Cronbach’s (1951) α were higher 
than .90 for State and Trait scales based on the standardization subsamples of college 
  
72 
students, high-school students, military recruits, and working adults. In addition, given 
the transitory nature of anxiety states, measures of internal consistency such as the alpha 
coefficient provide a more meaningful index of the reliability. For the Trait-anxiety scale 
the coefficients ranged from .65 to .86, whereas the range for the State-anxiety scale was 
.16 to .62. Moreover, test-retest reliability of the STAI was assessed on 29 male 
undergraduate students before and after a stressful social analogue situation. The first test 
administration occurred approximately two weeks before the stressful event, and the 
retest was administered after the analogue social situation. According to the test-retest 
correlations provided by Spielberger et al. (1970), the State anxiety should have a .54 
(State) and .86 (Trait) correlation. Rule and Tarver’s (1983) findings of .40 (state) and .86 
(trait) were similar to the reliability coefficients reported by Spielberger et al. (1970). The 
similarities of Rule and Tarver’s (1983) findings and the Spielberger et al.’s (1970) 
correlations emphasize the STAI’s reliability (State-Trait Anxiety Inventory, Spielberger, 
1983). 
 Performance anxiety inventory. Performance Anxiety Inventory consists of 20 
questions concerning the recital experiences of performing musicians. This inventory is 
based on the general form of Spielberger’s Test Anxiety Inventory (1980). In 1989, 
Nagel, Himle and Papsdorf conducted a study to “evaluate the effectiveness of a 
treatment approach for music performance anxiety that combined muscle relaxation, 
cognitive therapy, and temperature biofeedback training” (p. 12). The PAI assessed 
cognitive, behavioral, and physiological components of MPA. The PAI has been used in 
several studies (Chang et al., 2003; Liston et al., 2003; Nagel et al., 1980; Osborne & 
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Franklin, 2002). The PAI has high internal consistency with Cronbach’s α = .89 to .94 
(Nagle et al., 1989; Osborne & Franklin, 2002). In the main study Cronbach’s α = .93 at 
all three time points, suggesting good internal consistency of the measure in a population 
of music performance students. “To address the internal consistency reliability of the 
Performance Anxiety Inventory, coefficient alpha scores were calculated. The calculation 
yielded an alpha score of .89 for the entire scale. This reliability score is high 
satisfactory” (p. 14). The Performance Anxiety Inventory was found to be a useful and 
reliable instrument (Nagel et al., 1989). 
 Member checking. According to Creswell (2009), member checking strategy is 
used to determine the accuracy of the qualitative findings. To ensure the data quality, 
summaries of the case study findings, final report, and specific descriptions or themes 
were reviewed with the participants in the study. The participants confirmed that the 
findings were an accurate reflection of their experiences and an accurate interpretation of 
the interview responses (Teddie & Tashakkori, 2009). 
 External auditor. Another validity approach was the use of an external auditor. I 
consulted with my dissertation advisor and other qualified faculty members, who were 
not directly involved in the data collection process, examined and offered objective 
assessments of the study (Creswell, 2014, p. 202). The external auditor evaluated the 
accuracy of transcriptions, emergent themes, coding process, and the level of data 
analysis from the raw material gathering through interpretation phase to enhance the 
overall validity of this study. 
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CHAPTER 4: Survey Data and Profiles of the Participants 
 The specific aim of this research study was an in-depth description of how college 
piano majors in Taiwan dealt with issues of Musical Performance Anxiety, how 
performance anxiety was experienced and discussed, and how these factors were 
associated with students’ debilitating symptoms of MPA. The results of this study were 
presented in this chapter, which began with part one: the survey data: data preparation, 
demographics and descriptive statistics. The initial survey data not only provided 
important support for the primary qualitative study, but also served as a starting point to 
identify the 20 participants with greater anxiety. Therefore, the survey data appeared to 
provide a basis by which I could explore more depth to the entire musical performance 
experiences from the students’ perspective. Part two included: the interview data⎯the 
profile of the participants. The face-to face semi-structured interview focused on a range 
of issues related to each musician’s personal development and experiences. The data 
consisted of descriptions and content analysis of 20 digitally recorded interviews with the 
students who scored at the extreme high of the anxiety scales and with three piano 
professors who were interested in the topic of MPA. Each interview was summarized and 
organized according to participant’s voices, feelings, experiences, and thoughts on the 
issue of MPA they encountered.  
Part One 
Survey Data 
 The survey data included two questionnaires (State-Trait Inventory and 
Performance Anxiety Inventory). The STAI measured two types of anxiety—state 
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anxiety (e.g., feeling of apprehension, tension, nervousness, and worry) and trait anxiety, 
or anxiety level as a personal characteristic (See Appendix F). The second questionnaire, 
PAI, was used to measure cognitive, behavioral, and physiological components of 
performance anxiety experienced by musicians (See Appendix G). 
Data Preparation 
 After approval from the Institutional Review Board in autumn 2014, I sent letters 
to colleagues asking for referrals of eligible participants interested in the study. Piano 
students (155) from the three universities in Taiwan, Tainan National University of the 
Arts, Tainan University of Technology, and National University of Tainan, contacted me 
by email. The subjects were asked to complete the State-Trait Anxiety Inventory (STAI) 
and the Performance Anxiety Inventory (PAI). The questionnaires were then returned by 
137 students, which represented a response rate of 88%. Of those, 15 incomplete 
questionnaires were identified and discarded, leaving 122 completed questionnaires to be 
included in the study. The scores of 122 completed questionnaires were then exported to 
my computer. Microsoft Excel (2008) software was used to calculate the results of the 
State–Trait Anxiety Inventory (Spielberger, 1983) and Performance Anxiety Inventory 
(Nagel et al., 1981). This software was widely used for quantitative analysis in scientific 
research. After completion of the questionnaires, follow-up interviews were conducted 
with the 20 students who scored at the extreme high of the anxiety scales.   
Demographics 
 The sample consisted of distribution of the completed (122) surveys of college 
piano majors in Taiwan. The age range of the participants in the sample was 18 to 22 
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years. The mean age was 20 years (SD = 0.56). With respect to gender, the sample 
comprised 10 males (8.2%) and 112 females (91.8%). The number of female students in 
relation to male students was much larger. The results, therefore, should be interpreted 
with caution because of the relatively small number of males in the sample. 
Descriptive Statistics 
 In Table 1, I displayed the sample size, mean, standard deviation, minimum score, 
and maximum score for STAI-S, STAI-T, PAI and total scores for STAI-S, STAI-T, PAI 
for all 122 participants.  
Table 1 
Means, Standard Deviations (S.D.), and Minimum and Maximum Scores for STAI-S, 
STAI-T, PAI and the Total Scores (STAI-S+STAI-T+PAI). (N = 122) 
 
Anxiety Scale Mean S.D. Minimum Maximum 
STAI-S 47.83 11.65 21 72 
STAI-T 48.36 10.64 23 75 
PAI 50.11 11.51 26 77 
Total scores 146.94 29.20 81 221 
Note. S.D. = Standard Deviation 
 
 State-trait inventory (STAI). The STAI, developed by Charles D. Spielberger, 
was one of the most widely established anxiety scales and had been used in multiple 
studies in many fields of anxiety research (Brodsky, 1996; Kim, 2005; Steptoe, Malik, 
Pay, Pearson, Price, & Win, 1995). For the purpose of this study, I used the Chinese 
Adaption (1986) of the STAI (Form Y) developed in Taiwan by Emily Miao, because the 
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phase of data collections was mainly conducted in Chinese, which allowed participants to 
communicate precisely and easily in complex situations during the research study. The 
potential total scores were between 20, which indicated no anxiety at all and 80, which 
indicated extreme anxiety. The STAI questionnaire was shown to have good 
psychometric properties (Spielberger, 1983) and the internal consistency estimated by 
Cronbach’s alpha was 0.92, indicating a high degree of internal reliability. 
 State anxiety (STAI-S). The STAI-S scores were normally distributed in this 
study sample and ranged from 21 to 72 with an average of 47.83 (SD = 11.65). The range 
of scores, number of students, means and standard deviations were presented in Table 2. 
The STAI-S scores were displayed graphically in Figure 1. 
Table 2  
STAI-S   
 
Range of Scores, Number of Students, Means and Standard Deviations (N = 122) 
 
STAI-S 
Range of scores Number of Students Mean S.D. 
20 7 24.85 2.91 
30 25 35.80 2.81 
40 34 44.52 2.99 
50 37 53.97 2.41 
60 15 64.93 3.26 
70 4 70.50 1 
Note. S.D. = Standard Deviation 
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Figure 1. STAI-S scores 
 Table 3 was a display of comparisons between normative data for the STAI-S and 
the results of this research. According to Spielberger (1983), the norms for the college 
sample were based on 855 students who were enrolled in introductory psychology 
courses at the University of South Florida. The normative data for the STAI-S indicated 
that approximately 22% of a sample of female college students were expected to score 47 
or above on the STAI-S. In my study, 55% of the female college piano majors in Taiwan 
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scored 47 or above on the state anxiety sub-scale, suggesting that the percentage of the 
sample was considered to be highly state anxious to that seen in a normative sample.  
Table 3 
STAI-S (Comparison)  
  
STAI-S (Comparison) 
Comparison Data Normative Data Students in Taiwan 
Mean 38.76 47.83 
S.D. 11.95 11.65 
Percentile Ranks 
(Percentage of scores at 47 or higher) 
78 
(22%) 
45 
(55%) 
 
 Trait anxiety (STAI-T). The distribution of the STAI-T was normal close to the 
entire range of possible anxiety scores, from 23 to 75 with an average of 48.36 (SD 
=10.64). The range of scores, number of students, means and standard deviations were 
displayed in Table 4. The STAI-S scores are displayed graphically in Figure 2.  
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Table 4 
STAI-T   
 
Range of Scores, Number of Students, Means and Standard Deviations (N = 122) 
 
STAI-T 
Range of Scores Number of Students Mean S.D. 
20 8 26.75 2.05 
30 14 36.42 2.56 
40 37 44.72 2.61 
50 46 53.52 2.72 
60 12 62.58 2.15 
70 5 72.60 2.41 
 
Figure 2. STAI-T scores 
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 Table 5 was a display of comparisons between normative data for the STAI-T and 
the results of this research study. According to Spielberger (1983), the norms for the 
college sample were based on 855 students who were enrolled in introductory psychology 
courses at the University of South Florida. The normative data for the STAI-T indicated 
that approximately 21% of a sample of female college students were expected to score 45 
or above on the STAI-T. It was found in this study, 66% of the college piano majors in 
Taiwan sample scored 45 or above on the trait anxiety sub-scale, suggesting that the 
percentage of the sample was considered testing in the high trait anxious range was more 
than three times higher than that seen on a normative sample.  
Table 5 
 
STAI-T (Comparison)   
 
STAI-T (Comparison) 
 Normative Data Students in Taiwan 
Mean 40.40 48.36 
S.D. 10.15 10.64 
Percentile Ranks 
(Percentage of Scores at 47 or Higher) 
 
79 
(21%) 
34 
(66%) 
Note. S.D. = Standard Deviation 
 
 Performance anxiety inventory (PAI). The Performance Anxiety Inventory 
(Nagel et al., 1981) was based on Spielberger’s Test Anxiety Inventory (1980), and 
measured the three-system model of anxiety—cognitive, behavioral, and psychological 
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components of performance anxiety experienced by musicians. Scores ranged from 20 to 
80 with higher scores indicating greater music performance anxiety, and a score of 39 or 
less indicating low performance anxiety. The PAI had high internal consistency with 
Cronbach’s α = .89, which suggested good internal reliability (Nagel et al., 1989).  
 The PAI scores in my study were normally distributed. The mean score for the 
PAI was M = 50.11, SD = 11.51, with range of 26 to 77. Eighty percent of the piano 
majors in Taiwan scored 40 or above, suggesting that 2/3 of the students in this study was 
faced with greater MPA. The range of scores, number of students, means and standard 
deviations were presented in Table 6. The PAI scores were displayed graphically in  
Figure 3.  
Table 6 
 
PAI 
Range of Scores, Number of Students, Means and Standard Deviations (N =122) 
 
PAI 
Range of Scores Number of Students Mean S.D. 
20 2 27.0 1.41 
30 22 34.86 2.82 
40 38 45.78 2.67 
50 33 54.24 2.60 
60 20 64.70 2.15 
70 7 72.57 2.94 
Note. S.D. = Standard Deviation 
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Figure 3. PAI scores 
 Total scores (STAI-S + STAI-T + PAI). The questionnaires asked participants to 
include their names so that they could be contacted for follow-up interviews. The twenty 
student participants with the highest total scores (STAI-S + STAI-T + PAI), which 
indicated greater anxiety levels, were chosen to participate in the follow-up interviews. 
The mean score for the total scores (STAI-S + STAI-T + PAI) was M = 146.94, SD = 
29.20, with a range of 81 to 221.  
 Students were divided into Low, Medium, and High categories based on sum 
scores of the inventories (STAI-S + STAI-T + PAI). Students in the lowest one-third of 
total scores (80-120) were placed in the Low category. Students in the middle one-third 
(130-170) were placed in the Medium category. Students in the highest one-third were 
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placed in the High category (180-220+) (Table 7). The total scores were displayed 
graphically in Figure 4 and Figure 5. 
Table 7 
 
Total Scores⎯Low, Medium, and High Categories 
 
Total Scores 
 Low Medium High 
Total Scores 80-120 130-170 180-220+ 
Number of Students 34 73 15 
Percentage 28% 60% 12% 
 
 
 
 
Figure 4. Total scores 
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Figure 5. Total scores—Low (28%), Medium (60%), and High (12%). N = 122 
 
 The 15 students who scored at the high category of the anxiety scales (between 
total scores 180-221) and plus five students who scored at the medium high category 
(between total scores of 176-180) were selected (Table 8) for the follow-up interview to 
examine their experiences with MPA. These individuals were relatively high on MPA 
(they are in or close to the top 20% on the total scores). During the interview, they were 
each asked to describe how they experienced MPA. To assure confidentiality, each 
participant was assigned an anonymous identification letter and name. 
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Table 8 
Twenty Students Scored High on MPA 
 
Participants STAI-S STAI-T PAI Total Scores 
A  Abby 48 55 73 176 
B  Betty 49 61 66 176 
C  Caroline 56 56 66 178 
D Daisy 70 56 52 178 
E Eric 61 56 62 179 
F Fiona 58 57 65 180 
G Grace 52 57 72 181 
H Holly 58 58 66 182 
I Ivy 61 63 60 184 
J Joyce 68 57 60 185 
K Kate 70 58 63 191 
L Linda 72 62 58 192 
M Mary 53 64 76 193 
N Nancy 63 67 64 194 
O Olivia 69 64 70 203 
P Paige 65 70 70 205 
Q Queen 69 70 66 205 
R Rachel 68 75 65 208 
S Sarah 67 74 70 211 
T Tina 70 74 77 221 
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Part Two 
Interview Data 
 The quantitative data were collected entirely by questionnaires, and it was 
possible that such reports might not accurately reflect an individual’s behavior. I also 
conducted in-depth interviews to ensure that individual’s perspectives were gathered and 
to obtain rich qualitative data relevant to the research questions guiding this study. 
 The individual in-depth interviews served as the primary means of qualitative data 
collection in this study. Responses from student and faculty interviews provided personal 
viewpoints that might give readers insight into each individual’s assessment of their 
experiences of MPA during musical performances. The interview questions were 
developed by me and consisted of open-ended questions focusing on the cognitive, 
behavioral, and physiological aspects of MPA (See Appendix I and J). 
 The interview data included a descriptive overview of the 20 selected students 
with the greatest levels of MPA. These narratives provided the reader with a glimpse into 
the participants’ personal experiences of MPA. Following this chapter’s interview data, I 
provided an analysis of the participants’ voices in Chapter five. 
Profiles of the Participants 
 The 20 students who scored at the extreme high of the anxiety scales were invited 
to participate in a follow-up interview to describe their experiences with MPA. The 20 
participants with the highest anxiety scores, only one is male. I designed the interview 
protocol, which was administered to assess somatic, cognitive, and behavioral 
components of students’ musical performance anxiety experiences, along with other 
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topics such as musical self-efficacy and confidence, personality, and treatments and 
coping strategies (See Appendix I). The aim of the next section was to provide detailed 
MPA feelings and experiences of the 20 participants. Each of the student participants was 
assigned a pseudonym for the purpose of this study. Below are summaries of the 
responses from the 20 student participants. 
 Participant A (Abby). Abby is a freshman and is 20 years old. She lived in 
England for six years, from the age of ten until she was sixteen. Her personality is shy 
and introverted especially when it comes to performing. She does not feel comfortable in 
big groups of people she does not know well and she has not had much public 
performance experience. Abby described her passion for music during her early training 
by saying, “As a child, I looked forward eagerly to performing with excitement and felt 
fearless on stage.” She recalled her first solo recital at the age of 13 and remembers her 
excitement and confidence in preparation for that recital. “I walked out there on stage. I 
had a great time and I had fun at my own performance.” However, as performance 
became more demanding and critical, such as competitions or auditions, it was 
increasingly difficult to control the nerves. Abby describes her negative performance 
experiences by stating:  
MPA can happen at anytime, anywhere, and sometimes it occurs suddenly when I 
focus on myself and my anxiety, rather than my presentation or performance. 
When I get on stage, there is a lot of mental pressure and I start worrying about 
things. I start thinking of worst-case scenarios and I am not able to think as 
clearly as I would like to. Such unpredictability and uncontrollability leads to 
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anxiety and stress, and these feelings may cause physical symptoms, such as a 
racing heart and shakiness. During an actual performance, the sweating and 
shaking may be visible and result in wrong notes. My mind filled with fear, terror, 
dread, or panic may interfere with ability to feel technical secure and confidence, 
and sometimes often results in memory slips. 
 Abby’s fears prior to an important performance are common for many 
musicians⎯the fear of making mistakes, audience disapproval, memory slips, and 
technical deficiency that distract from focusing on or enjoying the performance. 
However, she is not afraid to stand up for what she believes in, and has confidence in her 
musical ability. She often interprets these fearful feelings as negative and wishes they 
would go away so that she can perform the way she knows she is capable of performing. 
However, these feelings often interfere with her performances and lead to frustration, 
disappointment, and even low-self esteem.  
 Participant B (Betty). Betty is a sophomore. She is very comfortable playing 
alone in the practice room; however, she gets very nervous about playing for a group of 
people. One obvious difference between practicing and performing is that she becomes 
more self-aware when people are present compared to when she is alone. When she 
practices hour after hour, her self-awareness seems to disappear and all her attention is 
focused on correct fingerings, phrasing, and breathing. As soon as an external factor such 
as a “performance situation” (exam, festival, competition, audition) comes into play, she 
suddenly moves out of the zone and becomes much more aware of her body and 
movements. Her anxiety is also comprised of negative thoughts and feelings such as “Oh 
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no! Something must be wrong!” or “Oh no! Maybe I’m not as prepared as I need to be!” 
or  “What if I do not perform well today?” Betty describes her experiences: 
Every time when I play for a jury, I always think that the jury is extremely 
important, and then I end up placing too much pressure on myself for it to go 
well. I have experienced some symptoms of performance anxiety⎯pounding 
heart, shaking hands, cold sweats, and upset stomach and trouble to concentrate. 
My thought as stressing and doubting in my mind about all that I had to do and 
what wasn’t good enough. I was tense and feeling miserable. I sit at the piano and 
started to play. My hands were shaking. I tried to make them stop, but they just 
shake more. My thoughts as I play were something like ‘Good, now I’ve started, 
I’ve got to keep going. Here comes that technical part, and I think I could do it 
better.’ I kept telling myself to concentrate, stop shaking, breathe more, but I was 
nearly freaking out because I knew my hands would shake, my tone would be 
poor, and my confidence would be lost. When I do feel anxiety, I always think I 
am really in trouble, and I will struggle more. Focusing on feelings of anxiety will 
only make the performance worse. 
 Betty has not been satisfied with her performances, and she often worries too 
much about whether she performed exactly as she planned. As a performer, she often has 
doubts about her ability to play pieces in public, despite every time she prepares well in 
advance⎯mentally and physically. The causes of anxiety can be many different things 
that may contribute to her MPA. Betty frequently has thoughts such as “My performance 
needs to be perfect or I am a complete failure,” or “ I want to have a perfect performance 
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to impress others,” or “Where is my focus? Do I focus on that mistake I made on the 
previous page?” These thoughts may be contributing to her anxiety about performing, 
and sometimes lead to continued frustration, discouragement, and often feelings of 
anxiety, fear, and failure.    
 Participant C (Caroline). Caroline is a freshmen and she is an extrovert. She 
does not get nervous or shy when faced with talking to strangers. She is often easy-going, 
sociable and comfortable in conversations. Still, even extroverts can have issues with 
public performance. As a performer, Caroline feels comfortable and relaxed while 
playing in front of friends or families, but tense and stiff when confronted with an 
audience in a public performance situation, especially in the most anxiety-inducing 
situations (master classes, recitals, and competitions). Caroline describes her last 
performance experience:  
Each semester there is always one practical concert and each student must play 
jury pieces. It was my turn to play, and needless to say I was nervous. If the 
nerves did not go away, sleep might be difficult for me at night, especially the 
night before any important musical events (particularly solo, juried auditions). 
Every time when I would step on stage or in front of large audience, I’d feel like 
very tight, locked up, unable to breath, and I was terribly nervous. I practiced 
very much, and I rehearsed in front of people on numerous occasions. These 
rehearsals went great. When it came to the real performance I knew I was ready. 
10 minutes before my performance I became very nervous, and started shaking. 
There is a lot of mental pressure and I start worrying about things, and I start 
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thinking of worst-case scenarios. The nerves never completely go away. I began 
to play and six measures in my mind went blank, completely lost my focus, and 
forgetting the music.  
 Since Caroline has experienced severe fear of public performance and is badly 
affected by MPA, after discussing with her mother who is a nurse, she decided to try the 
group of drugs that performers such as actors, dancers, and musicians’ use that are called 
Propranolol. It is also called Beta Blocker, which is used to treat hypertension, anxiety 
and panic, and is originally developed for people with various heart problems 
(Kageyama, n.d. para. 3). She tried taking it in small dosages, which can quell anxiety 
without apparent side effects. Caroline described those instances of taking Propranolol 
before public performances: 
The experience was astonishing! Beta Blockers are also useful for shakiness and 
keep my physiological responses to the anxious stimulus under control. I felt calm 
and comfortable. All of my muscle memory was there, and I felt, for the first time 
in my life, like I had good control. My concentration was amazing. Within 15 
seconds of starting each piece, I was totally focused.  
 Caroline admits to relying on Propranolol only on special occasions such as 
recitals and auditions, because those are the most high-pressure events that she has to 
deal with. “While beta blockers effectively target physiological responses, the mental and 
emotional components of performance anxiety (such as focus and concentration issues, 
self-doubt, self-criticism, over-analysis, and memory slips) are not directly addressed by 
the beta blockers” (Kageyama, n.d. para. 3). It only helps her to feel calmer and more 
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physically comfortable while performing, but being calmer and comfortable does not 
mean to help her play better. 
 Participant D (Daisy). Daisy is a senior. She thinks that performing in front of an 
audience can be exciting, but can be frightening as well. She reports that piano 
performance is a far more serious problem for her than speaking in public. She thinks of 
public speaking as a communication task; however, piano performance is much more 
complex and requires concentration, coordination and fine motor skills. Daisy has 
experienced intense fear while performing in public situations, particularly in solos, 
juried exams, auditions, and competitions. Daisy describes her performance experience:  
This is my senior year of college. A few of us were preparing for a graduation 
recital. To give us an opportunity to run through some of our repertoire, my 
teacher set up a small concert in one of the recital halls. I decided to play the most 
challenging piece on my repertoire—Liszt’s Hungarian Rhapsody No.10. The 
piece starts out with a brief introduction with three glissando-like passages in a 
rather free time, and instantly a recognizable first theme is introduced. Needless 
to say, it takes a lot of energy to stay focused to the end (the piece ends in loud, 
booming chords in both hands). I was pretty nervous. I feared it so much. I could 
feel my heart rate go up and my breath quicken. And that is because I had some 
bad experiences years ago while playing juries. I failed my exam. When I give the 
performance or jury exam, I feel like I am out of control, negative and repetitive 
thoughts arise. All I can think about is getting it over with, and then when it is 
finally over, I cannot remember what happened. It is like I have practically 
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‘blanked out’ during the performance. 
 Daisy said she had some bad performing experiences and was terrified every time 
she performed. In recitals and auditions, she has noticed that she is often stuck in a 
negative mindset, such as, “I will never be able to have a good performance,” or “ I will 
never manage it,” or “I am no good at this.”  When she feels relaxed, she performs better. 
When she gets tense, everything falls apart.  
 Daisy expressed her fear of performing and she kept herself overly busy doing 
other things “to avoid the pain of not performing” as much as she wanted to. Daisy thinks 
MPA limits her ability to pursue public music performance and she even questions 
whether or not she can survive in the competitive world of performing arts. She decides 
to drop out of the music major and to explore some other options. 
 Participant E (Eric). Eric is a freshman. At the age of seven, he started taking 
piano lessons and he began his cello studies at the age of eight. At age nine, he also 
played the cello well enough to become a member of the local youth orchestra. He 
continued his studies with both instruments and eventually settled on a career in music. 
Eric gave his first public performance at age thirteen. He describes his experience: 
I was feeling pretty good about it on this particular day, but was still pretty 
nervous and I do not really know what to expect. Overall, I actually did very well. 
My teacher told me how beautiful I performed it, and my classmates told me I 
had a beautiful phrasing. 
Reflecting on his experience of performing in public, Eric recalled that he began studying 
and performing as a young child in a very supportive atmosphere. Recitals may have 
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been held at a teacher's home, it was a party atmosphere. At that time, he was fearless and 
there were no negative feelings or thoughts associated with his early performances. As he 
entered the college and decided to major in music, Eric found the atmosphere to be quite 
competitive. His primary concern was to prove himself to the others. He said, “I get so 
nervous playing in front of people, and I can never compete with others. The more Eric 
discovered about the music profession, the more he realized:   
Competition is an inherent element in the life of a musician; musicians are judged 
all through school during auditions, juried exams, scholarships auditions, 
festivals, auditions for seats in ensembles, concerto performances, and eventually 
when applying for jobs. Every musician wants to play her/his best, to become the 
best they can be. (Beeching, 2005, p. 216) 
 Eric learns early on that his career depends almost entirely on his success as a 
performer. The competition in the music world that produces a general stress that is 
cumulative and contributes to his problems of MPA. Gradually, Eric struggled under the 
pressure of public performance and got caught up in worrying about being judged and 
ranking in the jury exam at school. Eric describes his experience: 
I was preparing for a competition. When I got to the audition, lots of other 
performers were already there. This immediately caused my heart to start racing.  
When it was my turn to play on stage, the nervousness started backstage and I felt 
a sudden adrenaline rush moments before I was about to play. I remembered the 
first part of my piece but after that my mind went total blank. I did not even know 
what I am doing and the piano keys felt like strangers to me. It is as if I never 
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played this piece before. So I start over. I stopped many times and I could not 
remember anything. At that moment I felt like giving up. 
 Participant F (Fiona). Fiona is a junior and her personality is introverted. She is 
working diligently to achieve her career dream of becoming a professional pianist. She 
realizes her dreams, holds the highest standards for herself, strives for excellence in all 
things, and desires constant growth through new challenges and experiences. She has 
won several medals during the past 10 years, but the pressure to perform perfectly has 
prevented her from playing her best. She said, “No matter how much I rehearse and 
practice, I never feel ready for the stage, and the nerves never completely go away.” 
 The occasional poor performance causes her irritation, low self-esteem, 
discouragement or any other detrimental emotional reaction. Her performance anxiety 
problems related to lack of confidence, fear of embarrassing or even fear of failure to 
meet parents’ expectation. In Chinese culture, parents play an important role in their 
children’s achievements. However, Fiona thinks that her parents play a detrimental role 
by pressuring her to achieve at exceptional levels or to satisfy their needs, such as 
pressing her to go to the graduate school. She said, “my parents pressure me into the 
graduate school because it seems like the only way to earn a decent living for a 
musician.” Because of high parental standards and criticism, Fiona is likely to experience 
feelings of pressure, which often cause MPA. To her understanding, an outstanding 
performance is required and important to succeed. Most of the time Fiona is not an 
anxious person, she only exhibits anxiety during a performance or when anticipating it. 
Her MPA is derived from the variety of manifestations of her lack of confidence and 
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pressure from self. Fiona suffers from MPA in most performances. She describes her 
recent performance experience: 
I had some terrible memories of that. It was a teacher-student recital at a local 
community center. I had several pieces to perform. The nervousness starts 
backstage⎯my hands started shaking and my heart started racing. What I was 
thinking about was worries and fears about some of my classmates who were 
going to notice if there was something that went wrong. During the performance, 
I was not even thinking of the music at all. The symptoms of MPA had resulted in 
loss of focus and concentration, going blank and forgetting the music, all of 
which further increased the self-doubt and turns up the persistent ‘inner critic.’ 
The inner critics distract me during a performance; for example, I was afraid my 
shakiness would screw up my playing and everyone will laugh at me or sooner or 
later they are going to find out my mistakes. 
 Participant G (Grace). Grace is a freshman. She is an outgoing person with a 
friendly and easy personality, and she gets along wonderfully with all of her classmates. 
She began her musical training at the age of seven, and studying and performing as a 
young child in a very supportive atmosphere. In her years of elementary school, she won 
several medals. Her life has seemed completely tied up with music since then. However, 
her music learning experiences were not always smooth and effortless. Grace explained 
her experiences:   
Once I am in a competitive situation (exam, audition or competition) or that is 
mainly related to determine the future career or having a live solo playing when 
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every single note is judged by the audience or judges, fun supportive atmosphere 
seems to disappear. I start having excessive fears of feeling to be negatively 
judged by others. Before these events, I usually get extremely nervous and put 
extreme pressure on myself to perform at a high level. My piano teacher expects 
from me more and more performances, precision, and accuracy... I become 
depressed. I tend to be easily distracted by anxiety or a self-critical internal 
conversation while performing, which often lead to decreased musical abilities 
and reduced enjoyment of musical performance. The feelings of cold, sweaty 
hands, tremulous fingers, butterflies in stomach⎯these sensations also distract 
me and can negatively affect the outcome of my musical performance. 
 Unfortunately, in her years of junior high school, the symptoms of MPA have 
caused her to consider giving up her dream as a pianist, and have caused her tears before 
and after each lesson. She described her piano lessons:  
When I sat at the piano and started to play. My hands were cold and shaking. All I 
cared about was how my piano teacher felt about my playing. I really wanted to 
impress her. I wanted to hear she told me I was doing well and that she could see 
my progress. Every time when I ‘perform’ a piece for her, my focus is always on 
being perfect, or even my teacher’s opinion. I kept wondering about myself: 
‘Have I really done enough?’ ‘Does the teacher know I can do it?’ ‘How do I play 
today, terribly or good?’ ‘Does the teacher think I am anything special?’ The 
more I tried to pressure myself into doing a perfect job, the greater the frustration 
and loss of confidence I became. 
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 After all these, Grace could not continue studying, because she simply could not 
deal with the stress anymore, and decided to move on to a new teacher. Her new teacher 
approaches lessons differently from her old one. The new teacher actually works in 
creative new ways to approach a challenge. The lessons are not just performances, 
judgments or corrections. The approaches to teaching are more from a technical, musical 
and interpretive point of views. Sometimes she got positive feedbacks and inspirations 
that motivate and allow her to be an effective player along with lots of encouragements. 
Through her new teacher and parents’ encouragements, Grace was able to regain her 
confidence. While in university, she participates in many recitals, gains more 
opportunities and experiences in performing and makes herself more clear and certain of 
her dream to become the finest pianist.  
 Participant H (Holly). Holly is a freshman. She lives in the countryside, very far 
away from the city. Her home is incredibly remote amidst the fields and mountains. Holly 
describes the impact on rural education that children in rural communities receive an 
unfair and inequitable education, a lack of appropriate resources, and a level of education 
below that available in towns and cities. Music specialists are primarily responsible for 
teaching music, while in rural elementary schools, music is generally taught by regular 
classroom teachers. Often, these teachers who provide music instruction reported to not 
have any formal training in music.  
 Holly’s earliest musical experiences were in the rural elementary school where 
she joined the school band and local chorus program. Music soon becomes her main 
interest and she develops her passion for it. In high school, she started taking formal 
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piano lessons at the extraordinarily late age of 12. Holly is a diligent student. She knows 
that diligent and rigorous practice enables her to reach high-level of success and to master 
advanced skills. Her first public performance came soon after he began lessons. 
However, despite intense and diligent efforts, Holly finds herself unable to perform to the 
best of her abilities for an audience as a result of an increased anxiety level. She 
remembers her performance experiences: 
It starts with worry about what others will think of a performance; worry about 
what will happen if there’s a mistake; doubts about being able to finish playing 
the whole piece without stopping. Those distractions make me less and less able 
to concentrate. The results are nervousness, memory lapses, technical errors and 
general discomfort with and, ultimately, fear of performing. I began seriously 
studying music rather late, at age twelve. For this reason, I have always struggled 
with certain technical matters, matters that are a given for pianists who have 
studied Czerny or Hanon from an earlier age. I have found some particular 
technical problems that took me a really long time to master. Due to this reason, 
in fact, it is much more difficult to learn to cope with nerves for pianist who 
begins piano training in relatively late age and do not have solid technical 
training. They are always my concerns that trigger most of my anxiety. I would 
even practice six hours or more every day to increase technical control and high-
speed accuracy. I was starting to worry about whether I would be ready for my 
performance. I was feeling extremely nervous during competitions, and my body 
has physical reactions to stress⎯shaking, tension, cold hands, increased heart 
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rate⎯all physiological signs of nervousness. I do remember racing through the 
presto section (the rondo statement) of the Mendelssohn’s Rondo capriccioso in E 
major, Op. 14. At the end, I felt relieved and quite elated to have got to the end. 
 Participant I (Ivy). Ivy is a junior. She had suffered from hand injury when she 
was young, an accident happened when she was playing a powerful factory machine at 
her home. Her hand became trapped when the converter belt she was playing suddenly 
turned on, dragging her hand into the machine, which caused her right hand to be badly 
injured. When her injury became too painful to ignore, she visited several doctors who 
conducted tests on her nerves and told her everything was fine. One of the doctors told 
her that playing the piano was a great therapy, better than attending a physical therapist, 
so at age 7, she decided to give it a try. At age 10, although she has already had 95% 
injury recovered, she still has experienced some technical difficulties due to tension and 
muscle strain when playing the piano, such as some techniques required fast passages of 
octaves, enormous leaps and large chords, which limited her piano abilities.  
 Ivy performed a piano recital with her friend just a couple days ago prior to our 
interview. She played a half recital, suggested by her piano teacher, which is a recital 
prepared by two students, where each student prepares 20-25 minutes of music. “It is a 
wonderful opportunity to gain invaluable performance experience and enhance your 
performance skills,” her piano teacher said. She describes her recent performance 
experience: 
Preparing a piano recital is a challenging and enjoyable experience that takes long 
time of diligent practice and hard work in order for a successful performance. 
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While preparing for this recital, I was continually aware of the technical 
challenges and the amount of emotional energy involved, and both self-discipline 
and concentration that are required of the performer. Although, the initial thought 
of playing in front of an audience in a big event like this may be scary, or even 
completely terrifying, ultimately it is great preparation for the upcoming senior 
recital. In the week leading up to the recital, I spent a lot of time perfecting the 
pieces, which were already be memorized. I have never thought about nervous the 
week before. On the day of the performance, I have my usual routine 
activities⎯eat well, regular practice, and then go to classes. On the day of the 
performance, I arrive at the concert hall about one and half an hour before going 
on stage. I’m rarely nervous before a performance, and I stay totally calm. Until 
one hour before I have to walk out on stage, I feel a little bit nervous because this 
recital is on home territory and many of my friends and family have called to say 
they will attend the concert. I walk around the backstage, telling myself that it is 
just one of the casual performance. I have discovered that nerves, excitement, 
fear, and anxiety always show up prior to and sometimes during a performance. 
The opening piece started just fine (though I was aware of some underlying 
nervousness), but it did not come out the way I had intended. In the next 
movement, the sweating and shaking become more visible and result in many 
wrong notes, which derailed on another fast part and suddenly my face flushed, 
my heart accelerated and my hands started to tremble.  
 Ivy starts wondering about herself, asking, “How can I possibly get through the 
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rest of this concert like this?” These thoughts vary wildly from fear of failure in 
performance and self-doubt, and she begins to believe the negative self-talk and thoughts 
she perceived about herself.  
 Participant J (Joyce). Joyce is a senior. She started formal piano lesson at age 6. 
Her personality is introverted and shyness. She admits that she is always troubled by 
excessive worry and anxiety⎯a feeling of apprehension and unreasonable worrying over 
events or activities, such as school events or piano lessons. Generally, she is always 
worried about what might happen in the future rather than what is happening. Sometimes 
the symptom might moderate impact on her ability to function in her daily life, for 
example, she is afraid of going shopping alone or even talking to strangers. Her attitude 
toward piano learning is highly demanded, diligent, and perfectionist approach. She has a 
highly regimented and demanding schedule of study and piano practice. Her grades and 
awards, especially in piano, reflected these characteristics.  
 The pressure to perform flawlessly builds in her mind and manifests itself in her 
body and emotions⎯sometimes she used to get terribly nervous, anxiety attacks, the 
occasional sleepless nights or even sleepless weeks, and waking early in the morning and 
such. She describes her worst public performance experience: 
I always get extremely nervous when playing piano in front of people. My hands 
would get cold and stiff before I started certain performances. It was very difficult 
to play and that made me even more anxious. The worst performance experience 
if I remember correctly is to attend the Asia International Piano Competition. As I 
wait backstage, my heart is beating unusually hard and my mind is racing with 
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some negative thoughts. ‘What will everyone think about my playing? My 
teacher is expecting me to play even better than last time, how am I going to do 
that? And I cannot let her down.’ I feel a slight trembling in my hands. My 
breathing quickens and becomes shallow. My performance that day is weak and 
unconfident. I have suffered a performer’s worst nightmare: memory lapse that is 
so obvious that it cannot be covered up by quick improvisation. To add to my 
humiliation, I know that I played terribly, without a glimmer of musical feeling. It 
is an unsuccessful performance and I return to my seat feeling confused and 
defeated. 
 After adjustments and with strong belief in herself, Joyce thinks she has the 
ability to succeed, to overcome obstacles, and to reach her goals. She told herself the first 
step to controlling nerves is finding confidence⎯a calm state of being. She also finds out 
when she focuses on impressing other people rather than doing her personal best, she 
takes herself out of the moment, endangering her ability to perform well. Through the 
experience of preparing this competition she has been able to develop a grater 
understanding with all the aspects of preparation for a performance⎯physical, cognitive, 
behavioral and mental. She strongly believes that a good performance consists of 
confidence, poise, musical understanding, sensitivity and expression. She now possesses 
a higher standard and clearer goal for herself as a pianist.  
 Participant K (Kate). Kate is a senior. She started playing piano at the age of 11 
and gave a first public performance at the age of 12. Her piano teacher spent a great deal 
of lesson time developing her technique, overcoming technical problems in repertoire and 
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developing appropriate interpretation and tone quality. However, he is a perfectionist 
with very high standard on every single detail of phrasing, articulations, tonal gradations, 
chord balances, pedaling, lengths of notes, dynamic shadings, and so on. This kind of 
teaching approach makes Kate acutely aware of every detail of the piece. However, Kate 
is frequently frustrated by her failure to meet his expectations. Although she has learned a 
lot from her piano teacher, she is often dissatisfied with her playing. Her low self-esteem 
often blocks her from achieving her full performance potential:  
After I graduate from college, I do not think I am capable of going to music 
graduate school. My future plans were falling into pieces, and everyone around 
me kept telling me that I needed to start accomplishing things that I had not yet 
accomplished. My self-esteem began to suffer as the months went by. I felt 
inferior to everyone. Therefore, I decide to slow down the whole process, and 
give myself some time to think, and simplify what I am trying to do. 
 Kate suffers debilitating MPA in almost all performance situations⎯playing 
alone, playing in lessons, in small ensembles, and solo recitals. “The MPA takes hold of 
me, usually for the entire duration of the performance, and I’ll make mistakes that would 
never happen to me in practice” she said. She then describes her recent worst 
performance experience:  
Last November, I had an opportunity to go to Korea for an international music 
festival, which brings renowned artist instructors, performers, soloists, and gifted 
pre-professional classical musicians from around the world for six weeks of 
intensive chamber music study, collaboration, performance, and competition. One 
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night, I have to play a piece of Beethoven Sonata in a huge hall with lots of 
international audiences. I have been practicing this piece every day for over a 
year. When I am practicing alone or at my lesson, I have never had any problem, 
but today I got through the first two lines, and then had a major memory lapse. I 
had to go back to the beginning. This never used to happen. I was too terrified, so 
my muscles tense up and I am unable to move my fingers with the precision 
required to play properly. I end up in tears after the performance.  
 After the performance was over, despite the memory lapse, Kate received many 
compliments from fellow students. After the music festival was over, she knew that she 
has already done her best, and she played the piece amazing except the mistake. Her 
professor told her: “people are not going to remember you for the mistakes you made, but 
they will remember you for the great things you can do and how hard you tried. Try 
to practice at performing situation and discovers regularly how it feels to make 
adjustments in order to have a successful performance. Take my advice and you will find 
a way to overcome that anxiety.”  
 On her old ways of performing, she focused on all of the weaknesses and 
perceived flaws, and constantly criticized herself. Negative thinking usually takes the 
form of imagining or expecting bad performances to happen. The advices from her 
professor actually help and comfort her, and now she tries to learn how the power of 
positive thinking brings to overcome her MPA and fears.  
 Participant L (Linda). Linda is a senior. She is introverted and sensitive to 
stress. At her secondary school, Linda ranked herself as one of the two best pianists in the 
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school. She did not suffer from MPA at that time. She always cares about school grades 
or other external assessments of performance, and likes to compare and judge herself to 
her peers and friends. It was not until she began performing in a students honor recital 
series that she realized that “everyone else there was really good...they can play all of this 
and I cannot, I am hopeless.” After the performance was over, Linda received negative 
critiques from the audience that included her teacher that reinforced her internal critic and 
further undermining her confidence. The next couple of performances, Linda experienced 
anxious thoughts and emotions that are even stronger and more debilitation than before. 
She told herself “I must recover from last week’s failure and show everyone that I can do 
this.” The pressure to perform flawlessly or to achieve a specific outcome (e.g., to prove 
herself to her peers) is even stronger for her and serves as a mental distraction that 
inhibits rather than enhances her musical performance. She said, “when under the 
pressure, I always seemed to be much more worried about how I will perform to such a 
degree and what people thought of me than how I actually performed. I have tried to 
prove to myself that I was worthy. I saw every failure as a sign that I was worthless.”  
 Participant M (Mary). Mary is a sophomore. She began piano lessons at age 5 
and gave her first public recital at age 10. She has been very reclusive and extremely shy 
since childhood. She is afraid of talking to strangers and is terrified of rejection, 
judgment, social disapproval or humiliation. Therefore, She always keeps herself in a 
safe and secure place, fears of stepping outside of her comfort zone, and opening up 
herself. When we talked about her negative piano performance experiences, she 
explained: 
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You know what makes me the most nervous is the feeling of ‘all eyes are on me.’ 
It makes me worry a lot about being judged for mistakes. I am always wondering 
how do performers, even other students at the recital feeling so competent, 
excited, and confidant? Every time when I play in front of audiences I always feel 
very nervous. When I play passages of very rapid notes that require a high level 
of precision and fine motor control, my tendency is to tighten up and attempt to 
exert more control over the physical movements required for successful 
execution. Unfortunately, doing so only makes the muscle tense and tight, which 
interrupts its coordination and automaticity and negatively affects the technical 
accuracy and consistency. During my playing, I could feel myself shaking while 
playing, rushing through the piece and ignoring the dynamics, phrasing, 
articulations, and so on. I really want to do my best, but I just cannot. I usually get 
super nervous before my turn to perform, and the worst thing that can happen to 
me before the performance is to lose the feeling about the overall emotions⎯my 
mind gone black, the equipment failure, the lack of confidence, and so on.  
 Mary thinks the biggest fear when performing from memory is having a sudden 
memory loss. She states she is very afraid that she will forget the notes, and 80% of her 
own performance anxiety is tied to memory. She said, “this is very serious, because once 
you forget, you do not know where are you, you will be very lost and you will just blank 
out, and your fingers stop playing and you do not know how to continue.” Therefore, 
enormous amounts of time and energy need to be devoted to secure the memory, so that 
she can be as confident as possible in the performance. 
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 Participant N (Nancy). Nancy is a junior. She began taking private piano and 
violin lessons at age 5, and she also participated in small group lessons, which provide 
further instruction in music theory, history, and sight playing. Her personality is 
introverted and she often describes herself as “nervous, shy and anxious in person.” 
Sometimes she thinks herself unworthy, incapable, and incompetent and is extremely 
sensitive to what others think about her. Because of these feelings, she always seeks to 
avoid any activities that involve socializing or interacting with others, and fears of taking 
risks.  
 Nancy always gets extremely nervous before a performance, which also 
negatively affects her ability to play, because she may be worrying too much about the 
success of her performance. Therefore, she often suffers anxieties a week before the 
performance. At various times, she has developed symptoms of anxiety and panic, which 
can significantly impair her quality of life—shortness of breath, a rapid heartbeat, and 
sleeping problems: 
At age 12, as I played for an international piano competition, I suddenly felt 
hyper conscious of each note of the piece I was performing, and it felt almost as if 
each note was a separate unit. Then, I asked myself the fatal question: ‘What is 
the next note? What finger am I supposed to use?’ and I realized to my horror that 
I could not remember what came next. Soon, my heart and breathing rates 
actually increased, which made my playing out of control (fast, wild, and 
uneven). When I got to the big moments, my fingers went wild and I started 
bashing. I could feel the explosion that was uncontrollable. Soon, It would not 
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just be a fear of memory slips that would be a problem. Recently, I began to 
become aware of a new tension developing in my hand, wrist, and arm whilst 
playing. However, with this new fear of performance, my fingers became very 
tense which affected my playing and made it really difficult to move.  
 Due to her MPA, with a fear of public performances, Nancy avoids public 
performing situations altogether. She remembers debilitating performance pressure even 
as a young child. Nancy constantly worries not only about possible memory slips, but 
also she thinks, “what if the judges notice my tight fingers and wrists?” or “what if my 
friends think I am not really good enough?” She becomes to be very self-critical and as a 
consequence suffers from low self- esteem.  
 Participant O (Olivia). Olivia is a senior. She had become more and more 
nervous since she was a teenager. She worries excessively about things that are unlikely 
to happen, or feel tense and anxious all day long with no real reason. Her worries and 
fears are so constant that they interfere with her ability to function and relax. She stated 
she often engages in repetitive negative self-talk with all the worst-case scenarios. Like 
many college students, she was extremely concerned about what would her peers think 
about her grades, performance skills, and even how she looks and acts. As we talked 
more, I have noted a lot of her thoughts were preoccupied with what happened in the past 
and with anxiety about future events that might occur in school or in her social life. She 
had difficulty simply talking about or being calm in the present moment. Olivia 
remembers there were negative feelings and thoughts associated with the performance, 
she describes her performance experiences: 
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To be honest with you, I have never had any especially good performance 
experiences without anxiety in my musical career. I always feel nervous right 
until I walk onto the stage when I play in public or even in front of my professor 
sometime. I can play a piece perfectly at home but whenever I am in a public 
setting I start to get anxious and my hands shake, and I end up making mistakes I 
normally wouldn't have. No matter how many hours of practice in the hopes of 
preventing a memory slip in performance, the worst memory slips will happen 
occasionally occur. Actually one of my worst memories is when I played a piano 
jury. I was on stage playing the Beethoven’s Piano Sonata Op. 90, the second 
movement in a rondo form, and I reached one of those typical spots where if you 
do not change harmony you just get back to the beginning over and over. Well, 
my mind went blank suddenly and I completely lost my focus. 
 She said she often feels pressure to achieve certain goals, especially in piano 
performance. These pressures, or expectations, might have a negative impact on her 
thoughts, feelings, and her ability to play her best. She thinks that meeting high 
expectations and achieving a certain goal is the only way to gain the approval of others. 
Unfortunately, she experienced hand injuries two years ago as a result of extremely high 
levels of repetition involved in piano playing, and so her desires to overcome the 
technique challenges. She remembered one or two weeks before the piano jury, she 
started practicing 5 to 10 hours per day in order to seek perfection in her piano technique. 
As a result, tension and stress accumulate not only in her mind, but in her hands as well. 
She had to take a lot of anti-inflammatory medications to relieve the pain before she 
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played the jury.  
 Participant P (Paige). Paige is a freshman. She began seriously to play the piano 
at the age of four, taught and classically trained by her mom when she was young. Her 
earliest memories of childhood were always centered on music. I asked if she liked 
playing as a child and she said that like all children she hated practicing. At age eight, 
like most the Chinese kids who carried the weight of her parents’ hopes and dreams, 
Paige was forced to practice scales and exercises for hour after hour. “I was overwhelmed 
with stress every day and I tried to think of ways to practice less than I was supposed to” 
she said. When practice is not productive then there is no progress and this results in 
frustration for both teacher and student. Paige asked her mom if she could quit the piano 
because it was “too hard” and her mom agreed and let her quit. Until junior high, she 
tried to begin piano lessons again so she could prepare for college auditions as her 
parents’ wished.  
 Paige has struggled with anxieties of being in front of people all the time. She is 
massively shy and not confident at all. “Presenting to the class was a nightmare, I could 
not get through it without shaking so bad, so I either dropped out of the class or skipped 
the presentation completely receiving a zero grade. It is definitely hard to find confidence 
in situations that bring up fears, anxiety and panic. When I found herself facing a crowd, 
even a small one, I used to hide or run away on those situations,” she said. She suffered 
from severe anxieties and fears during presentations, interviews and meetings. Paige 
describes her performance experiences: 
My teacher used to throw concerts where her students would play every once on a 
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while. It was about half an hour long, each student had to play a short piece. 
During my first public musical performance I was so scared. Cognitively, I want 
to show everybody how perfect (or wonderful) I am. As I waited to perform, no 
matter how many times I kept telling myself ‘I really should have better control 
of myself. Do not worry, you will play very well.’ I felt I was far from 
comfortable at playing the piano. I had walked on stage with shaky hands and 
taken a quick unprofessional bow. I struggled with anxieties of being in front of 
an audience, and had the terrible symptoms that paralyzed me, such as cold, 
freezing and sweaty hands, tremulous fingers, increased heart rate, and short of 
breath. 
 Participant Q (Queen). Queen is a senior. She started playing piano at age 10. 
Her parents were very supportive on her piano study. She studied with a college teacher, 
and her parents often took one hour to drive her there for a 60 minutes lesson every week. 
At age 12, Queen was forced by her parents to audition to a music high school, and 
fortunately, she was accepted into a piano performance program. She was surprised that 
her first public performance (audition) went out of her expectation. She wasn't nervous at 
all. The life in music school was very competitive. She saw many students who exhibit 
the talent, potential, and accomplishment to pursue a career in music at a young age. The 
intense pressure she felt soon overwhelmed her. As a result, Queen tends to become 
easily frustrated by comparing her current ability with her peers, and this comparison can 
cause stress, anxiety, and even worse lower her self-esteem. Queen describes her 
performance experiences: 
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I always experienced the MPA the night before the concert. There is always that 
incredible fear and worry about what people will think or something will go 
wrong. It seems like the feel was beyond my control and interfered with my daily 
living, such as sleep disturbance (including difficulty falling or staying asleep, or 
restless unsatisfying sleep) or significant mental distress. I always feel I play 
terribly and had poor technique when compared with my peers. Therefore, I was 
“too afraid” to perform in the public situations and I often had doubts about my 
capacity and confidence to deal with it. It felt like inability and uncertainty to 
control or stop the excessive worry. I think my worst experience was at a piano 
jury I was taking a few years ago. Before I walked out on stage, I got awful 
cramps in my stomach and cold, shaky hands. It has always affected me like that. 
I sat at the piano and prepared to play my first piece. As I started playing, I was 
too worried to focus. I was getting more and more stressed, and I completely 
forgot where I was. My mind went blank during the 1st movement and I never 
could get back on top of the piece. I walked off the stage crying and felt like 
failure. 
 Queen is already feeling self-conscious and self-doubt about her background and 
ability. She becomes uncomfortably nervous about or embarrassed by what other people 
think about her. “They probably already think I am terrible. In terms of a good pianist, a 
solid technical foundation is important and is required, and that is exactly what I lacked,” 
she said. She is troubled by excessive worry and anxiety that seems difficult to control. 
Since then, performance anxiety can take control of her performance, because the stress 
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and tension makes her feel small and inferior to others. 
 Participant R (Rachel). Rachel is a freshman. At the age of eight she began 
studying the piano, but her focus changed when she fell in love with playing the flute at 
the age of nine. When she first started playing, she was really good at piano because she 
liked it. Her piano teacher said that she could work more to improve her current piano 
skills in order to play more challenge pieces. She said: 
I liked piano at the start, but liked the flute much more than practicing the piano. 
It was my mother’s dream to have me learn to play the piano, and she said she has 
spent a lot of money on it. Every time I tried to tell her I did not want to play the 
piano anymore, she said if I quit, she would be extremely disappointed in me. We 
argued about it all the time.  
At age 18, her mom insisted her to prepare for auditioning for colleges. Fortunately, she 
was accepted as a piano performance major. “The audition went successfully. I was calm, 
relaxed, and did not experience any anxiety whatsoever,” she said.  
 Rachel encountered MPA once she went to college and needed to go on stage to 
perform in performance situations, such as concerts, competitions, studio classes or piano 
juries. She saw a lot of talented students. Rachel began to “hear” the negative thoughts 
inside her mind, such as “I am not as talented as everyone else,” or “I’m not good 
enough.” She even interpreted her fear as a sign that she has no talent, or did not deserve 
to succeed. “Those who failed in adapting to the environment of competitive music 
school seemed to either develop anxiety, depression or both,” she said. Rachel developed 
MPA during her first year of college. She describes her performance experiences: 
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Every time if my peers asked me to play something, I got scared and my hands 
started to shake. I could not focus on playing my music, I started breathing too 
quickly and trembling, and losing all sensations in my fingers. I kept imagining 
only the worst outcomes from this situation. Before I go on stage, I feel terrified 
and get physically sick prior to a concert. I remembered struggling to control the 
ongoing stomach cramps resulting from MPA that cause a great deal of stress or 
tension. Those distractions cause me to start worrying and over thinking. My 
mind begins to ruminate about what if memory lapses happen? What if I cannot 
finish it? What if I just avoid things that make me anxious? The what if’s 
consume my mind, attention and focus. In addition to that, if the piece is too 
difficult with some technical challenges that I think I will not be anywhere near 
equipped to handle the technical challenges of this piece before go on stage, the 
more I am afraid, the more tensed I will be and the more mistakes I will make 
during the performance. 
 Participant S (Sarah). Sarah has grown up in a common parenting style in Asian 
families, in which parents emphasize a child’s academic achievement over their 
happiness and self-esteem, giving them little independence and using strict rules 
discipline their behavior. “My parents exposed me to piano and flute lessons from a 
young age, putting intense pressures on me not only to achieve academic success, but 
also strive for excellence in everything that I do,” she stated. Sarah was a pretty easy-
going kid and did everything her mom told her to do. She describes her performance 
experiences: 
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My mom occasionally sits in on my piano lesson to get an idea of the teacher’s 
concerns and instructions, and she took all of the lesson notes for my piano 
teacher. This way, she knew exactly what she was doing when it came to my 
home practice time because she was well informed of what needed to be 
accomplished. She would sit every day with me at the piano to make sure I 
practiced the right way. I just felt a lot of pressure from her. She insisted that I 
practice scales and finger exercises everyday and made me perfect every piece. If 
I made the same mistake again, she would blame me for my lack of focus or 
seriousness. As a child, I hated technical exercises like this, and it was not what I 
thought music would be. My teacher usually held three recitals each year—one in 
the spring, fall and winter—the Spring Recital in which students perform one 
memorized solo. I am a very shy person so for me performing wasn’t easy. I 
actually did not like to play in public situations, because there was always a lot of 
pressure about it and I always experience enormous anxiety before it, symptoms 
such as shaking, sweaty and cold hands, muscle tension, and rapid heartbeat. I 
think playing in recitals or competitions was one of the hardest things I found, 
which made me feel tense, worry about performing, and fear of memory lapses. I 
think memory lapse was probably the thing that I associated most with 
performance anxiety.  
 Participant T (Tina). Tina arrived 15 minutes before the scheduled time of the 
interview with her best friend. When I met her, she looked shy, quiet, and exceptionally 
nervous. She asked me if her friend could stay with her during the interview. I agreed. 
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Particularly during these opening minutes, I tried to take the pressure off right away, 
through conversation, body language or whatever helped her in the room feel comfortable 
and released her stress. Then we talked a little about how the interview would run. After a 
while, Tina had relaxed into the interview and not tightly controlled by a set of questions 
and answers but instead revolved around a discussion about her experiences of MPA.  
 Tina is a senior. She entered Yamaha early music education system—a group 
piano and music class—at age six. At age of seven she began taking private piano 
lessons. Her first piano teacher was strict and demanding. She does demand consistent 
practice and a certain amount of dedication. Most of her students had a similar feeling 
before lesson time: fear, and Tina is no exception. Tina clearly stated that she was never 
interested in strict format of her piano lessons and took them because she was forced to 
do so by her parents. Tina is often distracted by other school activities and could not find 
time to fulfill the strict practice demands of her piano teacher. When she arrived 
unpracticed, she was consistently nervous and worried about meeting her teacher’s 
standards. She believed this was the beginning of her MPA: 
I think that’s where the music performance anxiety started. When I perform the 
piano in front of large audiences or for my teacher, I always feel being paralyzed 
by self-doubt and fear. My hands shake. My heart starts pounding. I struggle to 
keep them still, but I cannot. I always get scared when I make those tiny mistakes 
during my piano performances. Every minor mistake is followed by a larger one. 
Self-doubt always creeps in and caused me to pull away from piano. I can hear 
torturous doubtful thoughts inside my head saying, ‘What if I have memory 
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lapses? What will happen if I make a mistake?’ There are a lot of fears inside 
me—fear of making a mistake, fear of a memory slip, fear of messing up notes, 
fear of criticism or negative comments from peers, teachers, audience, or judges. 
As long as I was playing in an ensemble or duet, I loved it. But I was terrified 
every time performing solo on stage. I cannot tell you how many times I messed 
up in public due to nerves nor how many opportunities I said “no” to because I 
was so afraid of performing.  
 While performing on stage, Tina feels constantly under pressure and displays 
more low self-esteem and lack of confidence. For the past few years in her life, she has 
avoided performing like a plague, except juries that she has to do it in order to graduate. 
She thinks she largely resisted performing solo due to a lack of confidence in her abilities 
and some past bad experiences. She remembered her first worst performance, “I got out 
on stage, and I was completely freezing. My hands shook so horribly. I played so many 
wrong notes, forgot a few measures, and was visibly shaken up. I have never experienced 
it before.” It was an embarrassing and horrible experience for her. 
Interviews with Three Piano Faculty Members 
 In-depth interviews were conducted with three piano faculty members at Tainan 
University of Technology. I used an interview script (see Appendix J) during the 
interviews with the participants. This interview script was divided into three main 
sections: musicians’ personal musical development, the participants’ experiences of MPA 
and coping with MPA, and if any teaching methods, strategies and techniques are used by 
the faculty members to address and improve students’ MPA. Each section contained a 
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number of questions designed to elicit focused but open-ended responses from the 
participants. Each of the faculty participants was assigned a pseudonym for the purpose 
of this study.  
 Dr. Chang. Chang serves as an Associate Professor at Tainan University of 
Technology in Taiwan, a position she has held for the past fifteen years. Playing the 
piano since age of ten, Chang holds a Ph.D. in Piano Pedagogy (Music Education) from 
the University of Texas, and two master degrees in Piano Pedagogy and Piano 
Performance from the University of Illinois. 
 Performance anxiety has always been a part of Chang’s life. Although she 
passionately loves to perform, Chang often feels terrified before walking on stage. When 
she performs with excessive anxiety, she experiences a whole range of uncomfortable 
responses and feels those strange sensations that arise in the body. Her pulse increases 
and she feels out of control, fearful of not playing perfectly and worries about what 
listeners think of her.  
 Chang recalled as a music student in college and graduate school, she suffered 
from a huge amount of performance anxiety. Every jury, recital, or solo performance left 
her shaky, and she hated how her nerves negatively affected her playing. Chang pointed 
to her days of performing for a master’s and doctoral recitals, she often lived in a 
constant state of tension and felt intense worries for days, weeks, or months before an 
upcoming event, which interfered with her normal routine and caused tremendous 
distress. Her constant worries and fears distracted her from her day-to-day activities. In 
addition to the primary symptoms of irrational and excessive fear and worry, she also 
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experienced some physical symptoms such as: weight loss, loss of appetite and sleep 
disorders. Chang describes that: 
When I play any type of important musical events (particularly solo, juried 
auditions), my anxiety increases and causes me to feel uncomfortable. It’s a sense 
of restlessness and unease that I cannot rationalize. If the signs of anxiety become 
too evident it means that negative arousal has developed. My blood pressure tends 
to rise, breathing becomes faster, and motor activity may also be affected. If this 
occurs sleep may be difficult, especially the night before any important musical 
events (particularly solo, juried auditions). I also find myself developing an 
uncontrollable state of tension. As a result, MPA has spread through my life, 
adversely affected my confidence and beliefs (for example, ‘I am not competent,’ 
or ‘I am not worthy.’) and has induced unstable emotions such as depression and 
shame, on a continuous daily basis for many months. 
 Chang claims that playing solos in front of audiences is the most difficult as it 
involve intense individual responsibility. She finds a greater sense of control over what 
happens in a performance situation as a collaborative artist than as a soloist. Chang 
reports that: 
I have experienced MPA before most solo performances. Initial onset always 
occurs one month before a performance and heightens acutely 48 hours before 
performance, particularly solo performances. However, the chamber music 
context is less stressful than a solo performance. The audience concentrates more 
on the communication and the interaction between the players than other factors. 
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When I am out there on stage with somebody else, MPA is significantly 
decreased, but there is still some level of MPA even there. I remember my last 
concert, when I played a Poulenc sonata for two pianos with my colleague, 
although I felt nervous when I first walked on stage, the MPA was much less 
pronounced than when I played alone. I felt much more secure and safer. 
 Chang also finds it much harder to play for critical audiences and students. The 
size of the critical audience and students is the most crucial factor, which increases her 
MPA. Playing in front of fellow professors who also teach at the same college also serves 
as a source of stress and detracts from her ability to perform. Her MPA involves mostly a 
concern of being judged or evaluated by others. It is typically characterized by an intense 
fear of what others are thinking about her (specifically fear of embarrassment, criticism, 
or rejection), which results in her playing with a sense of insecurity, that she does not 
measure up, and/or the assumption that her peers will automatically criticize her. Chang 
explains: 
When I play in a solo recital and I see my colleagues, I start to imagine their 
criticism and negative comments. As a professor in a large university, I find the 
atmosphere to be quite competitive and everyone picks at the things that are not 
good about my playing, then I start criticizing myself  ‘oh, I did not do that right’ 
or ‘that was wrong.’ I become very conscious of what the audience thinks. I start 
wondering whether they like the performance or not. I begin to question whether I 
am interpreting the piece correctly or what the audience may think, and my hand 
begins to shake or become sweaty. It all begins when my mind wanders. Some 
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distraction, usually minor, occurs, and I become less and less able to concentrate. 
The results are nervousness, memory lapses, technical errors and general 
discomfort with and, ultimately, fear of performing. This distraction serves to 
place the focus onto the audience, increasing the intensity of MPA. 
 Despite Chang describing MPA as an impediment to the enjoyment of playing in 
solo performances, she did not walk away from piano playing. MPA did not impact her 
joy in sharing her love for music with others and pursuing a career as a pianist and 
teacher. She said as she gets older and acquires more performance experience, she is 
more able to cope with stress. She believes that MPA can be eased by experiences. The 
more you play, the easier it becomes. The other way to cope with anxiety is being well 
prepared for each aspect of the music: structure, basic technique, interpretation, memory 
and performance. Chang suggests that:  
Since I have experienced MPA like every performing musician has experienced 
to some degree, I hope what have I learned from past experiences can help 
students through their difficulties with MPA. My advice is, first of all, excellent 
preparation for a student’s performance will do a lot to increase his/her 
confidence. Secondly, create a plan for the months preceding the performance 
that includes finding ways to practice being in a performance situation and 
planning a number of ‘warm up’ performances before the ‘real’ recital (where 
you force yourself into that anxiety state to see what will go wrong). This is the 
only way I have found to make the real performance easier: use master class 
performances, performances for friends, or performances at a local church, 
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community center, nursing home. This will give students opportunities to work on 
what's going on in his/her head during performances⎯in a less pressured 
atmosphere. Finally, I have discovered that  students with anxiety often view 
themselves as more vulnerable and others as more capable than they are. 
However, it is important to help students to be self-confident, let go of 
perfectionism and the self-limiting judgment thoughts that plague so many of us 
(myself included), and believe that they have the abilities to succeed.   
 Dr. Lee. Lee currently serves as a full-time Associate Professor at the Tainan 
University of Technology in Taiwan, a position she has held for the last twenty years. 
She completed her doctorate in piano pedagogy (Music Education) at the University of 
Oklahoma. Previously, she received a Master of Music degree in piano performance and 
piano pedagogy from the University of Oklahoma. Lee is an enthusiastic teacher as well 
as a performer. She performs regularly with her chamber music group. Lee believes that 
playing the piano is a multi-dimensional activity. Her teaching philosophy includes 
developing independent thinking, exploring inner thoughts and emotions, and enjoying 
playing the piano with a good understanding of body position, tone quality, and musical 
interpretation.  
 In reflecting on her experience of performing in public, MPA had always been 
part of Lee’s life. She describes her past experience in the following: 
As a performer, I’ve discovered that nerves, excitement, fear, anxiety and a host 
of negative emotions always show up prior to and sometimes during a 
performance. From my own personal experience, I had the most terrible 
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experience during my junior recital. I was so nervous I could barely hold my 
breath and my fingers and foot were shaking so much that I thought I could not 
get through it. For a pianist, shaking hands create fluidity problems that in turn 
affect control of the keyboard. Shaking of the foot also makes it more difficult to 
hold down the damper pedal. Typically these physical symptoms were associated 
with negative thoughts. At that time, I thought if one thing went wrong then it 
affected the rest; so when I made mistakes, I became aware of them, to the point 
that I was unable to let go of my mistakes and they often resulted in further errors.  
 After such terrible experiences, Lee started to realize that dealing with MPA and 
becoming a successful performer is a long-term project that takes time and a considered 
approach. Lee pointed to her days of working on her master’s performance degree. She 
began to get her nerves under control during the middle of her master’s degree. Lee 
describes the progress she has made in controlling her MPA: 
When I am between concerts, I sometimes play some chamber music, 
accompanying or duos just to keep playing on stage regularly. I do this so that 
when I do play an important concert, I am still used to performing in public and 
am not entering a high-pressure situation with any of the insecurity. In spite of 
times when the MPA is still present, I continue to perform an average of three to 
six different recital programs each semester, the majority as an accompanist or 
chamber musician. After a certain number of successful performances, I believe I 
do have the ability to handle the demands of a situation and have more confidence 
to concentrate and stay focused on the music without distractions from others. For 
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years, I have been continuously performing with chamber music groups. While I 
have accumulated years of performance experiences by performing regularly and 
constantly on stage, I have noticed that my MPA has gradually become under 
control. My positive concert experiences greatly increase my confidence in my 
playing. 
 Lee also reports that successful performances are often connected with adequate 
preparation and a positive mind-set. There are three areas that need to be considered in 
preparing for a performance: the physical, the mental and the cognitive. Lee describes 
how she combines these techniques to reduce her MPA: 
 Physical preparation. 
To be thoroughly prepared before a public performance, musicians should select a 
program that is well within their competence and believe that he/she has the 
ability to handle the demands of a performance situation. Then they need to over 
learn the music, which includes: mastering technically demanding passages, 
analyzing the structure of the music in detail, and memorizing it well. I have 
noticed that many students who suffer from MPA are always concerned about 
whether or not their memory will fail. I think memorization should start at an 
early stage of the learning process and can be incorporated into daily practice. 
Another technique used to have the piece solidly memorized is called ‘mapping.’ 
The mapping technique is an effective strategy for learning and memorizing 
music more efficiently. I strongly encourage students to use the diagram as a 
‘map’ for learning the music. It is a great tool for analyzing the music. For 
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example, first, analyze the form (e.g., AB, ABA, rondo, or sonata form) and label 
the sections. Second, analyze the chords harmonically. It not only improves 
memory security but also promotes musical understanding. 
 Mental preparation. 
Practice mentally and away from the piano to see if you can mentally play 
through the entire piece. Try to visualize the score and/or the keyboard. Being 
able to successfully play through the entire piece mentally is a strong indication 
that you have the piece solidly memorized. Moreover, practice with your mind 
relaxed and try to imagine yourself on stage while practicing. This can make the 
transition from practice room to concert stage less stressful. 
 Cognitive preparation.  
It is important to have a positive mental state prior to your performance. From my 
own personal experience, I have been practicing Sitting Chan (meditation) for 
eight years, and Yoga for ten years. I have found both are useful tools that can 
alleviate stress, anxiety, mood disturbance problems, and can eliminate 
wandering thoughts. Meditation and visualizations help to quiet the mind and 
replace anxiety driven images with calmness by mentally picturing a calming 
image or a series of images. Moreover, Yoga helps to improve flexibility, 
strength, posture, breathing, and concentration. I have also advocated these 
techniques to my own students in helping them to reduce MPA.  
 Dr. Yang. Yang began his musical studies in Hong Kong. He has won 
several piano competitions, including the Monroe Symphony Orchestra concerto 
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competition, the Jackson Symphony Orchestra concerto competition, and the Arkansas 
Piano Competition among others. Yang received a bachelor's degree in music from the 
Hong Kong Academy of Performing Arts. He went on to receive a master of music in 
piano performance from the Peabody Conservatory of Music. At the University of 
Louisiana, he received a Doctor of Musical Arts degree in piano. Yang currently serves 
as a full-time Professor at the Tainan University of Technology in Taiwan. In addition, he 
is an active duet pianist and soloist. He also serves as a lecturer at the Italy Cremona 
International Musical Festival during the summer. 
 MPA has not always been a part of Yang’s life. Yang does not recall any anxiety 
when performing as a child, but he remembers having struggled with performance 
anxiety in its various forms throughout his career. Yang pointed to his days of studying at 
the Peabody Conservatory; he believes this was the beginning of his MPA: 
 At Peabody, I enjoyed a rich musical environment while working so hard to 
polish my musical skills, I also developed the broader knowledge needed to really 
make my life in music. However, I found the atmosphere to be quite competitive. 
I think that’s where the MPA started, where I started feeling it the most, but that’s 
where I learned the most, also where I learned how to listen better and I learned 
how to become more critical of myself. I started maintaining high expectations 
for myself, coupled with listening more critically to my playing. However, I set 
my own high expectations on myself, and while that can be a good thing, by 
keeping me motivated, it can also be the root of my own anxiety I feel at times. 
 After years of self-discovery with emphasis on adequate preparation mentally and 
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physically, gaining lots of positive performance experience and adjusting his attitude and 
mind, Yang, gradually got the anxiety under control. Learning to control our feelings and 
anxiety through various techniques of relaxation, therapy and the all-important 
preparation of practice can help us as performers to reduce the extent of MPA. Yang 
reported that as long as he stays in good physical condition, maintains healthy habits and 
is adequately prepared for performances, MPA has only a little impact on his 
performances. Despite our best efforts, performances are not always what we would like 
them to be, or what we expect them to be. Something could have happened to affect the 
performance, such as a personal emergency, a musician feeling ill among other factors. 
Yang describes his personal experiences: 
 Unprepared. 
I have found that the times I have the most performance anxiety, both before and 
while performing, are the times when I was not fully prepared for the 
performance. I did not give myself enough time to learn the music properly, 
trying with one month or less at times to finally get serious about learning and 
memorizing the repertoire. The end result was a horrible, poorly prepared 
performance. I remember one time I had to play a small duet piano concert piece 
called  ‘Libertango’ by Piazzolla at night. Because memorization was not 
required, I felt as if I had a safety net underneath me, and that nothing could 
possibly happen, nothing could go wrong. I could trust my instinct. Therefore, I 
did not really give myself that long to learn the piece, and I thought I could 
handle the situation well. The night before the concert, I went happily shopping 
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for an espresso coffee machine and drank seven to eight cups of espresso. After a 
night with only 5 hours sleep, I felt my concentration wasn’t there and I did not 
throw myself completely into the music nor correctly count the rhythm. My 
rhythm was completely off, especially the syncopated rhythms. After the 
performance, I felt unsatisfied with the performance because it wasn’t anywhere 
near a concert standard at all. 
 Jet lag. 
I usually travel for special concerts in the USA or Europe or when I have a 
recording or special tour concerts during the summer. Ongoing touring requires 
not only psychological adaptation, but also physical adjustments on many levels. 
In order to function optimally, adequate quality and quantity of sleep is required. 
Radical rapid changes in time zones cause jet lag, which makes me feel fatigued 
and contributes to my lack of sleep. Such stressful adjustments to time zones, 
coping with jet lag and interruption may result in a host of debilitating symptoms, 
including chronic insomnia, headaches, sluggishness, dizziness, and makes my 
MPA problem even worse. 
 Yang, as a music teacher, believes that teachers should know their students well 
in advance when they want to teach them something. Yang said: “It is important to learn 
who my students are, as it helps me to understand each one’s strengths and challenges 
when it comes to performance situations.” Yang is privileged to share his own 
experiences and knowledge with students who really struggle with MPA. Yang describes 
his approach to helping his students that struggle with MPA by saying, “the better way is 
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to really talk through the experience with your students. I like to share experiences from 
early on in my musical career with my students. If I can think of an example that parallels 
my student’s anxiety, such as preparing for a quickly approaching solo concert, I’ll take 
the time to talk about the common ground in our experiences.” Encouraging students to 
believe in themselves is very important. Yang encourages students to work hard and to 
take responsibility for their own work. When students believe in themselves, they are 
motivated to work hard to improve themselves and are able to perceive themselves as 
successful. 
 One solution that Yang suggests might assist students who are struggling with 
MPA is to look for opportunities to play particularly when the audience is a positive and 
supportive group in a low stress performance environment. Furthermore, mental 
preparation is another way to prepare students to cope with MPA. Yang thinks that 
teachers can walk students through a performance situation mentally, which is more like 
a performance run-through. This would include visualizing walking out on stage, hearing 
the applause, sitting down in front of the piano, imaging what you are going to think 
about in the last 15-20 seconds before you start playing, and imagining what you are 
going to think about while you are playing. This can help students when they actually get 
to the real situation; they feel like they have done it all before so it is not quite as 
distracting as it might have been.  
Summary 
 Chapter four contained two data sources for this study, the survey data and 
interview data. The first part included two sets of questionnaires, “State-Trait Anxiety 
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Inventory” and the “Performance Anxiety Inventory.” I used descriptive statistics to 
describe the overall characteristics of the participants. The goal of this survey data was to 
gain more specific demographic information about the levels of their state and trait 
anxieties, and cognitive, behavioral, and physiological components of music performance 
anxiety experienced by participants. The data collected and analyzed through a variety of 
statistical techniques including mean, median, standard deviation, central tendency, 
percentile rank, and range of scores.  
 The second part contains 20 individual in-depth interviews. The individual in-depth 
interviews allowed the participants to reflect on their experiences of MPA in order for me 
to collect accurate, detailed, and direct information. Most of the participants stated that 
their primary problem with anxiety related to a fear of uncertainty about whether they 
would do well toward the upcoming performances. Their stories brought to light the 
complex question, “What could I do to accomplish it?” They wanted to feel secured, 
strong, confident, and prepared, but most of them struggled with their inexperience in 
handling the MPA problems. In all 20 stories, the students struggled with different forms 
of anxiety or uncertainty related to their perception of themselves as performing 
musicians. Some of the narratives concluded with a resolution that indicated growth in 
their identity as musicians (participant G), while the anxieties in the other narratives were 
either only partially resolved or mostly unresolved. The sources of that anxiety are 
complex. Most of the participants told stories of struggling with feelings of fear, 
apprehension, incompetence and inadequacy, low self-worth, powerlessness, and even 
shame. Participants believed anxiety had a significant impact on their quality of 
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performance. This then results in producing inappropriate behavioral responses, such as 
avoidances and persistent fear of performance.  
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CHAPTER 5: The Findings and Analysis 
 In this chapter I presented the findings and analysis of this research study. 
Qualitative data analysis revealed a number of interesting similarities and differences 
reported by performers regarding their MPA experiences. The data were analyzed to 
identify the major themes that existed and using data to support the findings presented in 
a number of ways, including making a matrix of categories and placing evidence within 
such categories, and creating charts and figures for examining the data (Zach, 2006). 
“However, one of the most powerful tools to report the findings is the evidence of the 
participants’ own words to ‘tell the story.’ This brings the reader into the participant’ own 
world and provides a rich context for understanding the phenomena under study” (Zach, 
2006, p. 14).  
Themes 
 All participants, regardless of anxiety level, reported having experienced some 
degrees of MPA and the negative effects of the competitive nature inherent in the 
performance field. By examining their unique stories in Chapter four, the subsequent 
analyses of case study interviews provided more in-depth information and elucidated how 
negative thoughts and feelings dominated the experience of musical performance anxiety 
and undermined the self-confidence level of the performer. After analyzing and coding 
the transcripts of the interviews, the analysis of interview data of all the participants led 
to the emergence of two broad MPA perspectives: the causes of anxiety in musical 
performance and the effects of anxiety on the quality of performance, and following the 
three major themes are titled below as: (a) the mental aspects of MPA; (b) the 
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components of MPA; and (c) management strategies. These themes were common to all 
the 20 participants’ responses when they were asked to discuss what they believe are the 
factors and situations that contribute to their MPA. Following is the detailed account of 
the themes or categories. The visual representation of how these themes are linked 
together is given below in Figure 6. 
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Figure 6. The two broad perspectives, emergent themes, categories, sub-categories, and   
                codes identified 
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The Causes of Anxiety in Musical Performance 
  A career with music is challenging and demands high standards on performing 
musicians. There is a significant amount of stress involved in a career in music. In order 
to achieve professional success in a career as soloists, musicians need to be not only 
technical and musical excellence, but also require physically, emotionally and mentally 
well-being. The intensity of anxiety levels during performance, as well as factors such as 
trait anxiety, performance experience and the perceived quality of previous performance 
experiences appear to relate to how anxiety influences musicians and to how they 
interpret the presence of physiological arousal associated with MPA. For the participants 
of this particular study, MPA was caused by factors such as mental/personality traits 
(stress, perfectionism, low-confidence), health problems (restlessness, fatigue, irritability, 
muscle tension, difficulty sleeping), psychological factors (excessively worry, fears), or a 
combination of these. It is most commonly triggered by pressure to excel in front of large 
groups of people.  
Mental Aspects of MPA 
 Participants’ responses were collected and analyzed for categories related to 
awareness of MPA symptoms, mindsets prior to performances, confidence levels, 
personality traits, and attitudes and feelings toward upcoming performances. Results 
indicate that participants in this study shared similar cognitive, psychological and 
behavioral responses due to their MPA. They tend to feel self-conscious and 
uncomfortable about being noticed or judged by others. They are more sensitive to fears 
that they will be embarrassed in front of others, make a mistake, or be criticized. There 
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are numerous factors that determine a musician’s mental aspects of MPA for public 
performance, as well as the mindset possessed upon entering the stage. The four most 
common categories identified by the 20 participants were: (a) mental/personality aspects 
of MPA; (b) apprehension; (c) environmental influences; (d) family/teachers/peers 
pressures, which were presented in figure 7.  
 
 
 
Figure 7. Mental aspects of MPA 
 Self-efficacy. Self-efficacy in the context of MPA is the concept of believing in 
one’s own ability against stressful experiences to achieve a goal or an outcome, and being 
confident in his/her ability about performing specific tasks. The thought processes that 
participants engage in while performing not only include aspects of the music, how to 
interpret it, and how to convey it, but also aspects of their beliefs in their own abilities, 
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their musical self-efficacy, as well as mindset possessed upon entering the stage. 
However, feelings of low self-efficacy were apparent in all participants of this particular 
study. They are more likely to avoid the stressful situations and tasks, prone to self-doubt 
in his/her ability, and result in negative thoughts of being unable to meet life’s stressful 
demands. Participants expressed doubt over their ability to perform in front of large 
audience in public situations (exams, juries, competitions). All participants experienced 
feelings of not being good enough and inability to perform at a satisfactory level or 
incompetence to achieve certain goals. Participants often mentioned inability to control 
their stress and the feelings of worry, fear, or self-doubts prior to performing. Eric 
explained:  
As I looked around for the practice rooms, I started to doubt my ability and 
preparation when I am under pressure. Then a few doubtful thoughts started 
popping into my head, “What am I doing here?” “I’m not as prepared as I should 
be.” “I am not good enough compared to others.” When I saw or heard other 
performers, I often got tense and anxious and the doubts and fearful thoughts 
began to fly.  
 Students with low self-efficacy believe they cannot be successful. Statements of 
feelings of low self-efficacy were sometimes expressed by “I cannot do that,” “I am not 
good enough,” or “That is beyond my ability” for that. They believe they cannot be 
successful and may consider challenging tasks as threats that are to be avoided, which 
lead to feelings of humiliation and shame, and often result to increased stress, fears and 
worries.  
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 Perfectionism. Themes of perfectionism emerged in statements made by most 
participants. All participants hold themselves as musicians to a very high standard, 
present of high personal expectations, and place a critical evaluation of self in an 
unrealistic way. Therefore, participants with perfectionism express not only particularly 
susceptible to anxiety, but also perceive with a lot of self-imposed pressure for the 
performance itself. Participants with perfectionism often experience feelings of anxiety, 
fears of making mistakes, dissatisfaction with playing, and high degree of self-criticism, 
which lead them to view even minor errors or imperfections as signs of ultimate failure. 
Abby stated: 
She received great praise for her performances but thought of herself as “not that 
good.” The situation happens especially as she grew older and tried to learn more 
difficult repertoire, she found that the goal of playing perfectly and correctly was 
not only unattainable, but also that aiming for that goal brought on frustration, 
discouragement, jealousy, and unhealthy comparisons with others, which 
increased anxiety on her playing. Although she passionately loves to perform, she 
often feels unsatisfied with the results she has achieved, no matter how 
objectively well she performs. Abby sets unrealistically high standard for herself 
and strives for a goal that is unattainable. Yet she believes that anything less than 
perfection is unacceptable. 
 Further emerging from the data is that most participants are often not happy with 
the results of their playing, and have strict or unrealistically high expectations of their 
playing or performing. They try so hard to come as close to technical perfection as 
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possible. They desperately want to succeed and fear of not meeting the expectations, their 
self-esteem and confidence is often built up directly to performance, they want to feel 
good about themselves, and they become very emotionally invested in performing well. 
According to Caroline: 
I have to be perfect at everything I do. I always do whatever is in my power to 
improve anything, especially when a performance did not go as well as I had 
hoped. The result is that the more I focus on technical perfection, the more 
nervous I tend to be. 
 A lot of participants in this study are perfectionists, what they fear the most are 
making mistakes or being judged by others. “Perfectionism affects how one thinks, 
behaves, and feels” (Sieben, 2015, para. 6). Some of the statements of what perfectionism 
sound like, such as “ If someone perform better than me, then I feel like a failure.” “My 
parents want me to be perfect at everything.” “I must be approved by the audience in 
order to success. ” “I have to play flawlessly, and there is no room for mistakes.” Each 
statement captures different characteristics of perfectionism: “concern over mistakes, 
high personal standards, parental expectations, parental criticism, doubting actions” 
(Marano, 2008, para. 7).  
 Over time, they never feel completely ready for a performance, and they may 
even start to believe that they are not as capable as others, which can make them feel 
depressed, frustrated, anxious, and even angry, especially if they constantly criticize 
themselves for not doing a good enough job after spending a lot of time and effort on a 
performance. These negative thoughts accompanied by strong desire to succeed are what 
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cause them to try too hard, fail to trust themselves and their ability, destroy their 
confidence, and lead towards failure in performing in concert.  
 Statements of the participants’ perfectionism thoughts can be categorized into the 
following three categories: (a) extreme thinking: “Anything less than perfection is a 
failure,” “I played some wrong notes, and I really messed up the whole thing.” (b) 
irrational worst-case outcomes: “My peers probably already think I am terrible, and I felt 
inferior to everyone,” “If I make a mistake in front of my peers, I will not be able to 
survive the humiliation,” “I know I will not play well.” (c) concern over mistakes: “I 
should never make mistakes,” or “I should play it flawlessly.” 
 Self-esteem and confidence. Feelings of low self-esteem and confidence were 
apparent in all participants. The pianists in this particular study tended to equate their 
performances with their self-worth and confidence. Their self-esteem is most often highly 
dependent on how well they performed for most participants, as well as how audiences 
perceived them. If they were satisfied with their performance, they felt happy, successful 
and worthwhile, and thus will generate more confidence and build a sense of self-worth 
by discovering their strengths. However, if a performance did not go well, they felt 
frustrated, depressed, shamed, and the self-doubt increased. Most participants found that 
as the self-doubt increased, the confidence level of the performer decreased, resulting in a 
loss of security in the music, nervousness, memory lapses, technical errors and general 
discomfort with and, ultimately, fear of performing, which carry the potential to damage 
the self-esteem of the performer. Frequently, participants reported feeling less confident 
or struggling to find confidence when playing in public situations, and worrying about 
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what other people think of his/her performance. Queen stated:  
I do not feel confident about this competition. I was “too afraid” to perform in the 
public situations and I often had doubts about my capacity and confidence to deal 
with it. It felt like inability and uncertainty to control or stop the excessive worry. 
 Low self-esteem caused them to think about themselves in a negative way, 
dropped their confidence level, and consequently their whole mindset shifted, and 
judgment changed. Finally, they started to prevent almost all positive things, events or 
circumstances reaching them, and accept only negative comments.  
 Negative thoughts (self-talk). The participants in this study all experienced 
negative thoughts throughout their musical development, thoughts such as “My 
performance needs to be perfect” or “I am a complete failure,” or “I am not good 
enough,” or “ I am not prepared.” They expressed mentally preoccupied with negative 
thoughts and feeling anxious while on stage about their performance. For the majority in 
this study, negative thoughts tend to intensify and dominate in the minds of performers. 
These thoughts produce negative feelings: worry, fear, feelings of inadequacy, and these 
feelings in turn exhibit a diverse range of physiological symptoms, including dry mouth, 
butterflies in the stomach, a pounding heart, shaking of the extremities, sweaty hands, 
facial ticks, and diarrhea. They felt tense and worry about making mistakes, such as 
forgetting the music, being unable to play expressively, memory slip, messing up notes, 
criticism and negative comments, or even blacking out on stage. The participants 
appeared not to have control over these thoughts and feelings, which leads to declines in 
performance as the negative thoughts increased. Central to their experiences was feeling 
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out of control, which represented the participants’ feelings of unpredictability and 
powerlessness with regard to each performance. Figure 8 is a diagram which shows the 
negative thoughts cycle, which explains how negative thoughts and negative thinking can 
result in an anxiety spiral in which anxiety becomes severe and overwhelming. Key to 
this is that thoughts (and thinking) lead to emotions and how feelings lead to behavioral 
changes experienced by most participants. 
 
 
 
Figure 8. Negative thoughts cycle 
 These negative thoughts can be interpreted in such a way that creates unnecessary 
emotional distress and were most present among the participants. Daisy explained that, 
“when I give the performance or jury exam, I feel like I am out of control—negative and 
repetitive thoughts arise,” such as, “Will I ever survive this?” and “the critic in my head 
starts to go on overdrive.” Daisy stated: 
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Then a few doubtful thoughts started popping into my head, ‘What am I doing 
here?’ ‘I’m not as prepared as I should be.’ ‘I am not good enough compared to 
others.’ When I saw or heard other performers, I often got tense and anxious and 
the doubts and fearful thoughts began to fly. 
 Most participants encountered troubling thoughts and emotions expressed feeling 
of inability to control their behavior, instinctively trying to escape or avoid variety of 
anxiety-provoking situations trigger fearful feelings. 
 Motivation. When I asked the question “What does performing mean to you? Is it 
about sharing? Are you playing to impress others, or to prove something to yourself or to 
others? Or is playing just a challenge to be conquered? Is it about telling a story through 
the music? Or is it about perfection? Is it about self-esteem or self worth? About being 
better than someone else?” Most participants would not have just one answer here. The 
data shows that they were more motivated extrinsically rather than intrinsically. 
According to Grace: 
Every time when I on the way to my piano lesson each week I would be worrying 
about my teacher’s opinions about how I would play. I was focused on trying to 
be perfect for my teacher and treated every lesson as a performance and a time to 
be judged... My thought as I play I was not concentrating properly about the 
music I was playing. On the contrary, my mind was stressing about all that I had 
to do and what wasn’t good enough. 
 Participants expressed a lack of intention to perform in public situations. MPA 
has significantly reduced their enjoyment of playing, and decreased the control they have 
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over their body. Their focus tends to shift from playing and enjoying the music (intrinsic) 
to worrying about making mistakes and fearing failure (extrinsic). In addition, most of 
them do not think performing the piano in public is an excitement, pleasure, fun, and 
satisfaction associated with it. They felt they are accompanied by feelings of 
incompetence and inadequacy—low self-worth, incompetence, powerlessness, and even 
shame—begin to interfere with the ability to achieve the performance goals. They focus 
not with their performance on the task and performance preparation process, but on the 
personal outcome, success or failure. When trying to avoid failure becomes most 
participants’ main motivation (extrinsic), they tend to fear failure, feel pessimistic, feel 
anxious, and assume that others are naturally critical and that a negative evaluation is 
likely to happen. There are also concerns expressed over proving their ability to others 
and preservation of self-worth. Eric explains: 
I constantly compare myself to others, and put my effort into achieving the goal 
to impress people. An increase in self-doubt, and worries about what other people 
think of my performance continues to hold me back for the entire duration of the 
performance, and that inhibits my ability to play at my best.  
 Most participants wanted to make a good impression, and felt afraid if they fail at 
competitive situations such as auditions, competitions, or jury exams, they will prove to 
themselves and others they lack the competence to succeed. Also, in order to maintain, 
promote, and protect a positive sense of self-worth, participants expressed often worrying 
about failure too much, which may, in turn, reduces their ability to do well in the first 
place and actually contribute to poor performances.  
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 Life changes. The majority of participants indicated an acute awareness of their 
levels of anxieties when approaching a performance. Some participants experienced 
fears, doubts, and feel intense worries for days about a worst-case scenario for days, 
weeks, or months before a performance, which interfered with their normal routine, the 
ability to function and relax, and caused tremendous distress. Some participants felt 
mentally and physically exhausting due to anxiety prior to or during a performance. 
Worry and anxiety can be a powerful destructive force. It drains the energy, interferes 
with sleep, motivation, and concentration a person needs for normal activities. Daisy 
said:  
I felt scared and panicky about two weeks before the performance or jury exam, 
and there will be a few nights that I cannot sleep because I am so worried about it. 
Sometimes I worry excessively about things that are unlikely to happen, or feel 
tense and anxious all day long. 
 The majority of participants indicated a combination of the following behavioral, 
psychological, and physical symptoms when approaching a performance, which were 
presented in table 9. 
  
148 
Table 9 
 
Behavioral, Psychological, and Physical Symptoms Prior to Performing 
 
Behavioral Symptoms Psychological Symptoms Physical Symptoms 
Inability to relax Negative feelings and mood Feel tired all the time (low 
energy) 
 
Difficulty concentrating 
or focusing on things 
Constant worries running through the 
head 
 
Having trouble falling asleep 
or sleepless 
Avoiding situations that 
cause anxiety 
Feel unusually sad, discouraged, 
worthless, or defeated 
 
Feeling tense; having muscle 
tightness or body aches and 
pains 
Low motivation Feel hopeless, helpless, lonely, or 
isolated 
 
Feel tired, drained, or 
exhausted 
Avoidance and rejection Negative and self-critical thinking 
 
Think themselves as a failure, a loser 
 
Upset stomach or loss of 
appetite; nausea, diarrhea 
 Fear of uncertainty 
 
Gain or lose weight 
 Feeling like your anxiety is 
uncontrollable; there is nothing you 
can do to stop the worrying 
 
 
 
Apprehension 
 The majority of participants indicated high levels of MPA symptoms developed 
days, weeks or months that were accompanied by feelings of apprehension, helplessness, 
nervous, worried, fearful, and anxious before they played. Participants reported anxiety 
triggers a negative affective state, which makes them feel uncontrollable emotionally, 
uneasiness, and fear about future uncertainties.  
 The results showed that all the participants do have feelings of apprehension prior 
to performing, although the psychological responses differs from one participant to 
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another. The data indicated that there are four major factors that trigger a state of 
apprehension and intensify fearful bodily sensations prior to performing. Figure 9 shows 
the four major factors faced by the participants that cause apprehension.  
 
 
Figure 9. Four major factors that cause apprehension 
 Most participants described they have persistent and excessive fear and 
apprehension while performing in pubic situations. MPA can occur before, during, and 
after performances. For example, someone may experience mistakes, memory lapses, 
criticisms, or feeling out of control during performances. Several days prior to a 
performance, students often worry about they will forget the music or loose technical 
control. All of these emotional responses may be elicited as stimuli that can trigger 
anxiety and cause performing with fear. 
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Environmental Influences 
 Environmental factors play a vital role in the individual’s level of MPA. Results 
indicated that most of the participants had experienced the intensity of anxiety, which 
comes to be associated with certain environmental stimuli. Frequently reported 
environmental triggers to affect a significant increase in anxiety levels include: formal 
and informal environment, solo or ensemble situations, evaluations, audience exposure, 
and other performance conditions. The results presented here have shown that “the 
combination of the triggers and the negative thoughts associated with it accumulate in the 
person,” which increasing the perceived threat of the situation, which can in turn increase 
the signs and symptoms of anxiety (Griffin, n.d. p.5). 
 Formal/informal. Most participants found that playing in formal performance 
situations made them more nervous during a performance, which is different than playing 
alone from typical practice sessions, such as the presence of an audience, more formal 
performance attire, and the music be performed from memory and playing straight 
through the music without stopping. Why is performing in public so difficult? Two third 
of participants said that the difference between practicing alone and performing live is 
that practicing alone allows for “second chances” to repeat difficult passages whereas 
performing live only allows for one “shot.” Another key difference is probably because 
as musicians, we spend far more time playing for ourselves, alone, than we ever do 
playing for other people. Kate described her situation by stating: 
When I practice the piano alone in the practice room, I play very fluently without 
distractions and in a relaxed way. I feel confident about performing for myself, 
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but when I play in front of people even in front of my teacher my muscles tense 
up, my heartbeat rises, my hands become stiff, and I play more wrong notes. 
MPA, as a negative emotion affects the quality of my performance that results in 
a loss of confidence as performance progresses, distracted my concentration, and 
inability to control the technical parts.  
 Usually, formal recitals are big events, often with family and friends attending 
from out of town, formal attire, formal receptions, and professional recordings, and thus, 
far beyond the scope of performing one piece in a performance class or jury, presenting 
much greater stress than an informal performance class.  
 Solo/ensemble. In the performance setting, results showed all participants are 
more stressful and prone to symptoms and manifestations of anxiety during solo 
performances than in ensemble situations. Some participants reported they become less 
anxious and generally play better (i.e., more musically and generally more fluid) when 
they have the score in front of them. The biggest fear for most of the participants 
concerns related to performing from memory in solo recitals. They believe solo pianists 
typically perform in concerts in front of a live audience, which require precise technical 
control and note perfect performance, and often have to perform from memory. 
Memorizing an hour long solo recital program is a formidable task in itself, but then 
having to perform it in a concert hall in front of the live audience including professional 
pianists, a panel of faculty, or judges can create another intense feelings of increased 
anxiety for solo pianists. 
 Evaluations. Participants felt more anxious in the competition and audition 
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condition than in the rehearsal condition. This suggests that performance situations such 
as competitions, auditions, juries, music contests, and school recitals are likely to increase 
anxious responses in many student pianists. Participants express that fear of negative 
evaluation may play an important role in their MPA prior to, during, or following a 
performance, because in music performance, evaluation of music performance are made 
by music critics, teachers, judges at music events, such as festivals, competitions, or 
auditions, and such an evaluation can be highly relevant to careers as professional 
musicians. Often they are worried that they will be embarrassed or humiliated in some 
way and that they will be scrutinized, criticized or judged negatively by others. As a 
result, lack of self-confidence, extreme shyness, self-consciousness, and fears of 
embarrassment incorporate into a powerful fear for most participants. Thus, “it appears 
that a fear of negative evaluation in general carries over into music performance, 
contributing to experienced anxiety on stage” (Nicholson, Cody, & Beck, 2014, p. 9).  
 Audience. Almost all the participants reported feeling most nervous about 
performing in front of large audiences than rehearsing alone or in front of a friend. When 
performing in front of a crowd, they desire to impress the audience by demonstrating 
their musicianship (i.e., talent, music interpretation, perfect technique, knowledge, 
confidence, and potential), and anxious about his or her ability to do so. Tina explained 
that, “When I perform the piano in front of large audiences, I always fear of being 
paralyzed by self-doubt and fear.” Joyce said that, “When I focus on impressing other 
people rather than doing my personal best, I take myself out of the moment, endangering 
my ability to perform well.” 
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  Furthermore, with regard to the audience type, 70% of students indicated that they 
were most likely to feel anxious when performing in front of certain individuals, 
especially when the audience consisted of faculty members, adjudicators or peers. It is 
interesting to observe that some participants compare themselves to their peers. They 
tend to be overly concerned about the competence of others and compare their own 
performance in a self-underrated manner with those of their peers. The result shows that 
participants who like to compare themselves with other peers are likely to feel stress.  
 Other performance conditions. Many of the participants reported multiple 
variables that influence performers that are out of their control. For example, pianists, 
unlike strings or woodwinds players, have to perform on instruments that are new to 
them. Sometimes the concert pianos seem to have stiffer and heavier actions than their 
own piano at home. They have to adjust their way of playing to a new instrument, which 
is different from the one they are used to playing on every day. Certainly it will have a 
different feel and sound. In addition, the acoustics of the hall will be different from what 
they have been able to hear during their practice sessions. They have to adjust their 
performance to the acoustics of the hall.  
Family and Teacher Pressures 
 Thirty percent of participants indicated that they are most likely to experience 
anxiety in situations that involve parents and teachers who overemphasized achievements 
and accomplishments, and were over demanding, and critical as having contributed 
negatively to their piano performance experiences. After all, fear of not living up to 
parents’ and teacher’s expectations may result in feelings of stress and anxiety for them.  
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 Family pressure. Nearly three-fourths of participants reported feeling more 
anxious or depressed under parents’ concern over their class ranking, and the parental 
focus on their perceived weaknesses. Caroline describes her last performance experience: 
Caroline is just like most Asian kids who grow up in the Chinese family which 
generally ‘motivates children to pursue excellence’ (Li, 2001, p. 482). She is 
growing up to fulfill her parents’ expectations of success. Her parents believe that 
successful children are not the result of intelligence but the result of diligence, 
self-discipline, and self-regulation. Her parents have extremely high expectations 
and are very critical in general, which might also produce feelings of insecurity 
for her. She said, ‘My parents are very strict, and I have to be perfect at 
everything I do.’ I always do whatever is in my power to improve anything, 
especially when a performance did not go as well as I had hoped. The result is 
that the more I focus on perfection, the more nervous I tend to be. 
 Parents play a very significant role in children’s psychological profiles; for 
example, some parents would always push their children to excel so they can be proud of 
them to other parents, to their friends, relatives and the community. Sometimes, parents 
exert undue pressure by comparing their children with their peers who have had excellent 
success in school or ask them to do better than others. As a result, based on the data, 
parents possess with criticize attitude, negative emotional feedback, or strict parenting, 
often leading to even more anxiety problems for children.   
 Teacher pressure. The results of the study indicated that the teacher-student 
relationship has an important effect on student’s MPA. Students spend a great deal of 
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time with their piano teacher and therefore most participants place a great amount of 
importance on what a teacher says to them, whether positive or negative. If a student has 
an insecure relationship with his/her teacher and feels unable to achieve the artistic 
integrity the teacher demands, he/she may suffer from feelings of frustration and 
inferiority.  
 Additionally, based on data gathered in this research, some of the participants are 
anxious and tend to worry obsessively when they have teachers who are demanding, 
strict, expectations were set unrealistically high. Based on the data, a negative aspect of 
teacher-student relationship and learning environment can influence students’ self-
esteem, confidence, and cognitive anxiety (i.e., the worries, doubts, and fear of mistakes). 
Student who lacks confidence in their abilities were related to more negative self-talk and 
discouraged in their performances (e.g.,” I want to quit” or “I cannot do this”). Kate 
explained her concerns stating: 
I was worried if I failed to meet teacher’s expectations, he would feel 
disappointed at me or treat me like the failure. I was frustrated with my 
performance when I played for him. I felt I did not have enough physical strength 
to play the piece because of anxiety. I was worrying about playing poorly in front 
of him and things just got totally out of control.  
 Statements gathered from participants suggest that students become internalized 
teacher’s feelings in a negative self-appraisal and are less motivated when faced with 
teachers whom they feel do not care about them. This perceived lack of worth heightens 
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the fears of negative evaluation and they may begin to doubt their abilities and eventually 
become failure-avoidant. 
The Effects of Anxiety on the Quality of Performance 
 An excessive or persistent state of anxiety could have a negative impact on 
musician’s performance in the areas of physical, mental, and psychological health, 
enjoyment, concentration and artistry. For the majority of participants in this study, 
anxiety can have a negative impact on performance, and worst of all, MPA can 
negatively affect self-esteem and self-confidence, so participants no longer feel confident 
in themselves and do not believe that they will be able to accomplish anything successful. 
While the feeling of nervousness and anxiety gets more intense when playing in front of 
audiences, MPA negatively affected the quality of performance among the participants in 
the following ways: 
• Reducing the enjoyment of playing 
• Increasing muscle tension and weakness 
• Decreasing control over body (trembling, shaking, cold hands) 
• Damaging musicality expression 
• Loosing concentration (memory lapse) 
• Decreasing technical control 
• Placing total focus on fear of failure 
• Inability to communicate with audiences 
 In addition, participants expressed feeling anxious over physical (short of breath, 
sweating, shaking or high heart beat rate) and mental signs (lose concentration, negative 
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self-talk, persistent worrying, thoughts of being out of control, going blank, irritability, 
apprehension, or fear of failure). These are negative effects and symptoms of MPA that 
will be discussed and categorized in the following section.  
Components of MPA 
 All participants reported having experienced some degree of MPA during 
performance, which consisted of physical, cognitive, behavioral, and affective 
(psychological feelings) components. Most participants found that these components can 
occur independently or in any combination. How severe the symptoms are varies from 
person to person. Some participants have only one or two symptoms, while others have 
many more.  
 Physical. Physical manifestations might include rapid heart rate, breathlessness, 
hyperventilation, sweating, shaking, trembling, shortness of breath, numb fingers, 
headache, dizziness, dry mouth, upset stomach (from butterflies to diarrhea), and 
increased muscle tension. Results derived from data collected from participants are 
reported in the following table (table 10). One of the interview questions asked 
participants to indicate physical symptoms they had experienced during the performance. 
The highest percentage (95%) of participants responded to the symptoms of rapid 
heartbeat and hand tremor (n = 19), and 75% indicated symptom of cold hands (n = 15). 
Seventy percent revealed symptoms of hard to concentrate (n = 14), and 65% indicate 
symptom of tightness and tension (n = 13). Fifty percent experienced stomachache (n = 
10), and 6 participants (30%) also listed other symptoms such as increased sweating, 
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difficult breathing and headache. The results for perceived physical symptoms are 
presented below (table 10). 
Table 10 
 
Physical Symptoms During Performing Rated by 20 Participants 
 
Physical symptoms prior and during to performing  
Symptoms Number of Participants 
Increased heart rate 19 (95%) 
Hand tremors 19 (95%) 
Cold hands 15 (75%) 
Hard to concentrate 14 (70%) 
Tightness and tension 13 (65%) 
Stomachache 10 (50%) 
Increased sweating 6  (30%) 
Difficult breathing 5 (25%) 
Headache 2 (10%) 
 
 
 Cognitive. Participants expressed feeling some cognitive symptoms of anxiety, 
such as negative thoughts, worries, apprehensiveness, fear of making mistakes, feeling of 
inadequacy and disapproval, and cognitive issues such as a lack of concentration due to 
mental distractions, memory lapses, loss of confidence, and worthless. Among these, fear 
of memory lapse was the most frequently indicated cognitive symptoms reported by the 
participants. They reported experiencing memory slips at least once in their career under 
stressful conditions. Most participants complain MPA interferes with concentration and 
affects memory at the very moment of performance.  
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 Behavioral. Participants in the study also reported some behavioral changes, such 
as avoidance, deciding not to do the audition or competition, postponing a recital, making 
excuses, and persistent fear of public performance situations. Exposure to public 
performance situations always produces anxiety for them. Performance situations are 
avoided or endured due to irrational fears, constantly worrying, or severe anxiety. 
Avoidance behavior, anticipation, or distress in the feared performance setting produces 
significant impairment in musical performances, such as finger stiffness, knees/hands 
trembling, difficulty in maintaining posture and moving naturally, and failures of 
technique. Moreover, some participants even said MPA interferes with their daily routine, 
work, school or other activities, such as nightmares, changes in appetite or weight, 
sleeplessness, restlessness, fatigue (loss of energy, general tiredness), intense fear of 
interacting or talking with strangers, avoidance of situations where they might be the 
center of attention, and poor concentration. In some cases, MPA can become so severe 
that some participants have seriously considered leaving the profession entirely in order 
to avoid confronting feared situations and places. 
 Affective (psychological feelings). Participants report feelings of nervousness, 
anxiety, worry or fear, which interfere with their performances, due to too much 
perceived stress. Most of participants also report having a combination of negative 
responses, such as muscle tension, butterflies, short breath, etc. prior to or during a 
performance. In the face of performance anxiety, participants who exhibit increased 
anxiety-like responses are more likely to fall apart during performances. They experience 
low self-esteem and/or self-efficacy, feeling incompetence, self-doubt, and loss of control 
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during a performance. A common feeling experienced by most participants during 
performance is lack of focus, unable to think clearly or feeling a loss of control. For some 
participants, they view these overall feelings of negative symptoms as the greatest direct 
impact on their talent, self-worth and self-esteem. Participants who based their self-worth 
and self-esteem on the performance outcomes are anxious, distracted and threatened by 
feelings of failure, and, as such, their performance outcomes affect the perceptions of 
general worth as a person. Based on this view, as a result, some participants may relate 
the failure to the lack of specific ability and doubt their overall talent altogether or feel 
ashamed and humiliated. The figure below (figure 10) is a diagram representing how 
participants experience the psychological feelings prior, during, and after the 
performance. Table 11 shows a list of symptoms collected during the interview sessions 
and classified into four majors components. 
 
Figure 10. Psychological feelings prior, during, and after the performance 
  
161 
Table 11 
MPA Symptoms Collected in the Interview Sessions and Classified into Four Components 
 
Physical 
 
Cognitive Behavioral Affective 
 
Increased heart rate Negative thoughts Avoidance Feeling of 
incompetence 
Hand tremors Worries Deciding not to do the 
audition or competition 
Feeling of insecurity 
Cold hands Apprehensiveness Postponing a recital Feeling of panic 
Hard to concentrate Fear of making 
mistakes 
Making excuses Feeling of 
hopelessness 
 
Tightness and tension Feeling of inadequacy 
and disapproval 
Fear of interacting with 
strangers 
Fear of failure 
Stomachache Lack of concentration  Avoid being the center 
of attention 
Fear the worst 
Increased sweating Memory lapses Changes in appetite or 
weight 
Self-doubt 
Difficult breathing Loss of confidence Sleeplessness and 
restlessness 
Feel ashamed and 
humiliated 
Headache Worthless Poor concentration.  Low self-esteem 
and/or self-efficacy 
 
Coping Strategies 
 Results showed that the participants who have debilitating performance anxiety 
do not seek professional help, and each of the participants has his or her own unique 
techniques and particular coping strategies to deal with MPA before went on stage and 
performed. The table below is the coping strategies employed by the participants in this 
study to help them to reduce fear, decrease or alleviate anxiety and related symptoms to a 
manageable level. Common coping strategies to help manage performance anxiety are 
deep breathing, positive thinking (avoiding inner dialogue), secure memory (memory 
stations), and muscle relaxation (table 12). One participant admitted that she has also 
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relied upon medication, Propranolol, which belongs to the most common medications are 
known as beta-blockers, to cope with the physical symptoms of anxiety.  
Table 12 
 
Coping Strategies 
Coping Strategies 
Copying Strategies Number of Participants 
Positive thinking 3 
Deep Breathing 4 
More performance opportunity 2 
Fully preparation 3 
Secure memory (memory stations) 4 
Religious 1 
Transfer focus 3 
Medication 1 
Relaxation 2 
Build confidence 4 
Medication 1 
  
 The study found that despite participants numerous coping strategies for dealing 
with MPA, the underlying result is the same: Musicians perform below their potential. 
They became frustrated with the performance and lost confidence in their abilities to be 
successful. Most of the participants spoke of the need for utilizing a variety of techniques 
and the addition of further coping methods, combined with training programs on building 
their capability to perform.  
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Summary 
 For the participants of my study, results showed that they experienced greater 
amounts of anxiety that severely hindered their ability and enjoyment of being on 
stage. They have feelings of low competence about their abilities, fear of being compared 
critically with others, and thus often interpret their stress reactions and tensions as signs 
of vulnerability to poor performance, which significantly affect their confidence, self-
worth, beliefs, focus, concentration, self-esteem, and severely diminished performance 
quality. There are also external factors that negatively impact performance. Some 
examples of external factors we see in performance: piano condition, presence of 
audience, evaluations, pressures, etc. In addition, the four components of performance 
anxiety (physiological, cognitive, behavioral, and affective) are the symptoms most 
frequently reported by participants in this study, which can occur independently or in any 
combination. 
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CHAPTER 6: Discussion and Implications 
 This chapter provides a brief summary of the study including the purpose, the 
research questions, the methodology, the major findings and interpretations, and a 
comparison of these findings to prior literature and relevant theoretical concepts. Next, I 
discuss the implications of this study, limitations, and suggest possible directions for 
future studies. Finally, I present conclusions drawn from the findings.  
 Music performance anxiety was described as a decrease in the quality of 
performance resulting from too much perceived stress, anxiety, and fear (Kenny, 2011). 
Authors of a number of studies indicated that MPA was experienced by a high percentage 
of musicians ranging from adolescents to professionals, and had a negative impact on 
performance quality. For example, van Kemenade et al. (1995) found that 59% of 
orchestra musicians reported struggling with performance anxiety at various points in 
their musical careers. Fishbein, et al. (1988) indicated that 24% of 2,212 amateur and 
professional musicians reported experiencing high levels of MPA that their playing was 
negatively affected, and 16% described that anxiety was the most severe problem they 
encountered when performing. Moreover, James (1997) studied 56 orchestras from 
around the world and found that 70% of musicians were affected by MPA. A wide range 
of research studies had demonstrated the prevalence of MPA and the many ways it could 
affect individual musicians throughout their performance careers.  
 Musicians were often judged in a number of evaluative settings, including 
competitions, auditions, and jury examinations, as well as concerts, recitals, and other 
public performances. They were also constantly being evaluated by professional music 
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critics, professors and professional musicians and were assessed with a number of 
criteria, such as artistic ability, technique, interpretation, and musical expressivity. 
Therefore, “musicians constantly strive for technical perfection, musical mastery, and 
flawless execution” (Diffley, 2011, p. 1). Every musician wanted to play his/her best, to 
realize his/her potential, and to become a competent and skillful performer. A successful 
musician must not only have excellent technical skills but should also have the capacity 
to master the demands of stress before public performances. Therefore, “they learn early 
on that their career depends almost entirely on their success as a performer” (Beeching, 
2005, p. 216). There could be heightened expectations and an unyielding level of pressure 
on a performer, which could exacerbate the level of anxiety (Diffley, 2011). This state of 
vulnerability could bring about feelings of tension, apprehension, anxiety, worry and fear 
in musicians; and prevent them from functioning at their full capacities.  
 The purpose of this study was to provide an in-depth description of how college 
piano major students in Taiwan dealt with issues of Musical Performance Anxiety, how 
music performance anxiety was experienced and discussed, and how these factors were 
associated with students’ debilitating symptoms of MPA. In addition, I explored whether 
the participants reported any societal and familial influences as contributing to their own 
performance anxiety.  
 Research questions focusing on the following categories were addressed:  
1. How do college piano majors in Taiwan describe the process of preparing and 
presenting a musical performance with regards to MPA? 
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2. How do college piano majors in Taiwan describe performance experiences 
with regards to MPA and its potential effects on them? 
3. What are the factors contributing to the increase of MPA? 
4. How do master piano teachers in Taiwan address MPA, if at all, in the applied 
piano studio?  
a.  If MPA is addressed, how do the master piano teachers and piano  
students use teaching methods, strategies, and techniques to address and 
improve the students' ability to cope with MPA? 
b.  How effective are teachers’ coping strategies and techniques help  
students’ relieve the symptoms of MPA? 
 A qualitative research methodology was employed in this study, which involved 
122 participants who enrolled and completed two survey questionnaires—“State-Trait 
Anxiety Inventory” (STAI) and “Performance Anxiety Inventory” (PAI). Among the 122 
participants, 20 students with higher scores, indicating greater levels of anxiety, were 
selected for interviews to examine their experiences with MPA. In addition, three piano 
professors who were interested in the topic of MPA were also invited to participate in this 
study. I analyzed the transcripts of the 23 interviews, and categories and codes were 
developed accordingly for analysis and interpretations of the findings. The next section 
clearly described the major findings of the study, summarized the results, and interpreted 
the findings of this study. The summaries addressed three major themes: the occurrence 
of MPA among Taiwanese college piano majors, the factors that contribute to MPA, and 
how MPA manifests itself in students. 
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Summary of Major Findings 
Occurrence of MPA 
  Data presented in this study suggested that music performance anxiety was a 
major concern for a majority of participants in this study. A considerable proportion of 
participants experienced performance anxiety in some form and to various degrees (STAI 
scores: low = 28%, medium = 60%, and high = 12%). Twelve percent of these 
participants considered MPA to be a severe problem that affects their performance and 
careers. This result was consistent with previous research that showed that MPA was one 
of the most prevalent and severe medical problems among musicians (Bartel & 
Thompson, 1994; Cox & Kenardy, 1993; Fishbein et al., 1988; Kenny & Ackermann, 
2009; Salmon et al., 1995; Steptoe & Fidler, 1987; van Kemenade et al., 1995; Wesner, 
Noyes, & Davis, 1990). The authors of these studies indicated that MPA was the most 
frequently mentioned severe problem related to performance for music students.  
 During the interviews, the participants were asked to describe their feelings about 
MPA. According to these participants, MPA not only occurred during a performance, but 
might be experienced while preparing for a performance, and could arise days, weeks, or 
even months before the actual performance (van Kemenade et al., 1995). Most 
participants indicated that they experienced physical and emotional discomfort related to 
playing in public. A substantial proportion of the participants I interviewed claimed that 
they felt insecure about playing. They became self-conscious, experienced self-doubt, 
and felt uncomfortable about being observed or judged by others. They reported that they 
were afraid of being criticized, negatively evaluated and embarrassed in front of others. 
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Debilitating fear, terror, dread, panic, and thoughts and fears about what others thought 
were exaggerated in their minds throughout the entire period of preparation or just before 
starting a performance. They started to focus on the potential of embarrassing things that 
could happen, instead of envisioning a successful outcome. Feeling pressured to perform 
at a level for which they did not feel adequately prepared, being criticized, feeling a sense 
of humiliation, or having extraneous fears and worries elevated their MPA. For many 
students MPA created a situation in which they were prevented from playing their best. 
 Negative thoughts. The majority of participants reported experiencing negative 
thoughts and beliefs that caused uncomfortable emotional and behavioral responses that 
dominated their minds. They were thoughts, which increased negative feelings such as 
worry, anxiety, low self-esteem, and stress. The participants appeared to have 
uncontrollable and constant worries over these thoughts and feelings. They tended to 
worry about an upcoming performance and their minds filled with exaggerated worry. 
Tension arose from the fear of external judgment, such as other people (e.g., audiences 
and evaluators), events that stressed them out, or difficult situations they were facing 
(e.g., auditions and competitions). But, in fact, worrying is self-generated. The trigger 
came from the outside, but internal negative and repetitive thoughts and inner dialogues 
maintained the anxiety itself, such as, “What if I mess up? ” “What if they do not like my 
playing?” The experience of performance anxiety was dominated by constant and 
excessive worries, doubts, and fears for days or months about a worst-case scenario, 
which significantly disrupted daily activities, concentration, and/or social life. Anxiety 
could affect performance in many ways—cognitively, physically, and psychologically. 
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This was in agreement with several theories as to how anxiety affected performance. For 
example, in Multidimensional Anxiety Theory (2001), a strong negative linear 
relationship existed between cognitive anxiety and performance (Martens et al., 1990). 
That was to say that as cognitive state anxiety (worry) increased, it led to decrease in 
performance levels (Gadsdon, 2001). In addition, according to the Yerkes-Dodson 
Principle (1908), “performance improved as arousal rose to moderate levels, but then 
declined when arousal exceeded an optimal level” (Gallucci, 2014, p. 87).  
 The negative thoughts cycle, which explained how negative thoughts and negative 
thinking caused people to “feel” distressing emotions (self-consciousness or anxiety), 
which in turn caused sweating and shaking (physiological symptoms). This then resulted 
in producing inappropriate behavioral responses (avoidances and fear of performance). 
Thoughts, emotions, physical symptoms and behaviors were all interconnected and could 
lead to a cycle of negative thinking. Some participants I interviewed claimed that the 
experiences of negative thoughts had a variety of negative effects on their behaviors, and 
over half of the participants claimed to have been excessively worried with fear of failure 
and excessively self-critical of their performances. The eventual outcome could be 
deciding to avoid future performance events, in order to avoid such an uncomfortable 
cycle from occurring again.  
 Another influential source of music performance anxiety reported by the 
participants in this study was “irrational thinking or Catastrophizing.” Several of the 
pianists mentioned that instead of focusing on the negative and irrational thoughts that 
were creating MPA, they replaced it with positive self-talk, which seemed to reduce 
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anxiety and improve their performance. This result is consistent with what other previous 
researchers (Fogle, 1982; Kendrick et al., 1982; Nagel et al., 1989; Salmon, 1990; 
Sataloff, Rosen, & Levy, 1999) found that cognitive therapy might be helpful for dealing 
with problems of MPA, although they did not particularly use the same phrases. Kenny 
(2011) explained the process of cognitive therapy: 
In this therapy, people learn a skill called cognitive restructuring, which is a 
process whereby people replace negative, unproductive, catastrophic thinking 
with more rational, useful ways of understanding problem situations. Based on 
changed thinking patterns, people are often able to reassess or reappraise their 
feared situations in ways that make dealing with those situations more 
manageable. (p.182)  
 The finding of my study was also consistent with what Sweeney and Horan 
(1982) found that Cue-Controlled Relaxation and Cognitive Restructuring Therapy 
appeared to be very effective in reducing music performance anxiety in pianists by 
identifying and replacing irrational beliefs with more rational and positive thoughts. This 
helped to develop self-acceptance, self-worth, and healthy coping strategies in achieving 
emotional wellness.   
 Other research also supported the finding, for example, Steptoe and Fidler (1987) 
administered 20 items of the self-statement questionnaire immediately before giving a 
performance. They classified six factors of self-statements related to MPA and found 
there was a positive link between catastrophe and performance anxiety. Catastrophizing 
was defined as that “something is far worse than it actually is” (Grohol, 2015, para.1). 
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Musicians who held Catastrophizing beliefs often resulted in increasing anxiety levels in 
musical performance and interfering with performance quality. Such negative thought 
pattern made them to believe that they were not good enough to achieve certain goals and 
could produce feelings of failure.  
 Self-conscious. Some participants reported higher levels of public self-
consciousness, which arose whenever the performance was thought about. Most of the 
participants noted, “It is the feeling of everyone is looking at us and judging us, and we 
are being too concerned with what others think about us.” The participants often 
evaluated themselves negatively due to unrealistic goals, and they did not perceive 
themselves as capable performers or competent pianists. Such heightened self-
consciousness and “high cognitive anxiety can result in preoccupation with extraneous 
stimuli (e.g., negative self-talk, focus on audience reactions) that are irrelevant to the 
performance task and which interfere with the attention needed to meet the challenges of 
the task” (Kenny, 2011, p. 211).  
 Some participants reported that they sounded much better in the practice room 
than during the performance. According to Gingras (2007), “when we practice hour after 
hour, we enter a zone where musical concentration is paramount” (p. 16). When playing 
in isolation self-consciousness seemed to disappear, and students were able to engage and 
concentrate deeply with music in terms of correct fingerings, breathing, note production, 
melodic phrasing and other musical elements. Research by Mihaly Csikszentmihalyi 
(1990) expounded the “Flow Theory,” which considered the intimate relationship 
between feelings of happiness and euphoria, and peak performance among workers, 
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scientists, athletes, musicians, and many others. The musicians found “flow,” that feeling 
of complete immersion in performance situations, where they became so engaged that 
their worries, sense of time, and self-consciousness seemed to disappear. However, the 
difference between practicing and performing was that the musician became more self-
conscious when people were present compared to when they were alone. They began to 
feel so self-conscious about what other people thought about them and they were so 
concerned about negative perceptions or other peoples’ judgments on them. This acute 
self-consciousness led to a higher anxiety response in performing situations in which they 
became excessively sensitive to the perceived judgments and presence of others. Some 
participants reported that they experienced unpleasant feelings while on stage: they 
suddenly became aware of their fingers, bodies and surroundings to the point that they 
feared they would actually forget simple fingerings and the music. Therefore, they 
complained that they could not perform to the best of their ability as they did in the 
practice room.  
Factors that Influence MPA 
 Music Performance Anxiety was found to be a multidimensional construct, 
influenced by a variety of factors, such as personality traits (perfectionism, self-efficacy, 
motivation, confidence level) (Bandura, 1982; Flett et al., 2002; Dempsey, 2015), health 
problems (restlessness, fatigue, irritability, muscle tension, difficulty sleeping) (Kenny & 
Ackermann, 2009; Studer et al., 2011b), environmental factors (pressure from teachers 
and parents, evaluations, critical audience) (LeBlanc, Young, Obert, & Siilola, 1997), 
psychological factors (excessive worry, fears) (Humara, 1999; Kendrick et al., 1982), or a 
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combination of these added to societal and cultural influences (family and teacher 
pressures, parent-child interactions) (Papageorgi et al., 2007; Papageorgi et al., 2011).  
 The next section provided a summary of the results and an interpretation of the 
findings of this study, an explanation of how previous research influenced this specific 
study, and implications for how these results might contribute to the field of research as a 
whole pertaining to each of the following: (a) internal factors (perfectionism, self-
efficacy, self-esteem and confidence), (b) external factors (evaluations and critical 
audience, performed from memory), and (c) cultural and societal factors (pressure from 
teachers and parents). 
Internal Factors 
 Perfectionism. Based on data gathered in this study, all of the participants 
appeared to set very high personal standards, strict expectations or critical evaluation of 
self that related to performing. Participants expressed feeling a loss of control prior to 
performance when they thought about the mistakes made in their last performance or 
worried about the mistakes they might make in the present performance. Perfectionism 
showed itself in many ways including the drive to succeed and presented a flawless 
performance. A performer could experience “fear of failure, fear of embarrassment or of 
making mistakes, worrying about results, and sometimes the loss of motivation or even 
the loss of your love of playing” (Allan, 2011, p. 5). Setting such high performance 
standards, high concern over mistakes, and unrealistic expectations of oneself contributed 
to further self-criticism and music performance anxiety. It can also lead to excessive 
anxiety and worry, insomnia, inability to relax, and can “keep you from reaching your 
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full potential because you become anxious, tense, and you try to over-control your 
performance” (Allan, 2011, p. 5). Not surprisingly, and supported by the literature and 
relevant theories, a strong positive correlation was found between perfectionism and 
MPA in this study. 
 Research has shown that perfectionism was very common among musicians 
(Kenny et al., 2004). According to Pacht (1984), perfectionism was generally described 
as the tendency to strive for success and to aim to perform perfectly with excessively 
high standards and self-imposed pressure. Many studies had been done since then, 
contributing to the growing evidence that performers with perfectionist standards were 
particularly susceptible to anxiety (Allan, 2011; Flett et al., 2002; Kenny, et al., 2004; 
Mor et al., 1995; Sinden, 1999). For example, Mor et al. (1995) examined the correlations 
between the perfectionism and anxiety among 49 professional classical musicians. The 
results showed that musicians with higher personal standards of perfection experienced 
more debilitating anxiety. Another study conducted by Sinden (1999) of 138 student 
musicians at the university level used Frost’s Multidimensional Perfectionism Scale 
(FMPS; Frost, Marten, Lahart, & Rosenblate, 1990). Sinden found a strong correlation 
between perfectionism and MPA. In a study by Kenny et al. (2004), 32 operatic chorus 
artists completed questionnaires based on performance anxiety and perfectionism. An 
analysis of the results revealed an evident correlation between high levels of 
perfectionism and high levels of anxiety. As with previous studies, perfectionism was 
highly correlated with MPA, and the results of this study agreed with the existing 
literature. 
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 The majority of participants in this study responded with answers that fell into 
three categories—a drive for perfection, self-worth, and expectations. There was a brief 
description of each category below. The first category with answers such as “My 
performing has to be perfect to be acceptable,” and “My performance needs to be perfect 
or I am a complete failure,” indicated that most participants had invested tremendous 
time and energy to achieve their idea of perfection. Secondly, most participants built their 
self-worth based largely on their ability to strive for and to achieve perfect performances, 
which powerfully influenced the way they thought about themselves. Not achieving these 
expectations could result in frustration, anxious feelings of failure, and low self-
confidence. Some responses such as “It is terrible if I make a mistake,” and “My peers 
probably already think I am terrible, and I feel inferior to everyone.” Thirdly, some others 
worried about the audience’s expectations, responses such as “People expect me to be 
perfect,” and “I want to have a perfect performance to impress others.”  
 The findings of this study suggested that the relationship between perfectionism 
and MPA was a more complex and multidimensional construct in contrast to the early 
theorists (Burns, 1980; Hamachek, 1978; Hollender, 1965; Pacht, 1984) who focused on 
high personal standards and criticism as central to perfectionism. A large number of 
recent empirical investigations of perfectionism also supported the idea that 
perfectionism had multidimensional components (Frost et al., 1990; Hill, Huelsman, Furr, 
Kibler, Vicente, & Kennedy, 2004; Rice & Preusser, 2002). For example, a study by 
Hewitt and Flett (1990) developed a multidimensional scale of three subscales or types of 
perfectionism: self-oriented, other-oriented and socially prescribed. Their research 
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indicated that a perfectionism construct was complex and multidimensional, comprising 
both personal and social components. Another multidimensional approaches to the study 
of perfectionism were developed by Frost et al. (1990), who accessed perfectionism 
across six dimensions: concern over mistakes, doubts about actions, personal standards, 
parental expectations, parental criticism, and organization. In summary, both measures 
have been used extensively in the literature of MPA. The above evidences showed a 
strong association between perfectionism and MPA, and that was consistent with my 
study. 
 Self-efficacy and confidence. The theory of self-efficacy, as presented by 
Bandura (1982), was defined as the degree to which people believed in their abilities to 
succeed in specific situations or accomplish a task to achieve a goal or an outcome. This 
related to anxiety because it was believed that musicians with higher self-efficacy in the 
context of MPA were able to trust in their own ability when confronting stressful 
experiences, and thereby had greater success in achieving a goal or an outcome. In 
contrast, those with lower levels of self-efficacy were more likely to experience a loss of 
confidence, which in turn led to higher levels of MPA, which was reflected in the results 
of the present study. In the next section, I discuss the current reviewed literature on the 
relationship between self-efficacy and MPA, which have been studied extensively in the 
literature.  
 Petrovich (2003) suggested that, to cope effectively with anxiety, a high 
frequency of performance experiences combined with positive attitudes and belief in 
one’s ability (self-efficacy) would lower the level of anxiety. In a similar study by Craske 
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and Craige (1984), who divided 40 competent pianists into high and low anxious groups 
and assessed the cognitive, behavioral, and physiological responses under two 
performance conditions—stressful (before and evaluative audience) and non-stressful 
(playing alone). The high anxious group displayed increased anxiety across measures 
accompanied significant decreases in self-efficacy. Craske and Craige’s finding was 
consistent with Bandura’s self-efficacy theory (1977) that musicians who lacked 
confidence were often prevented from performing up to their ability. A similar study 
conducted by Sinden (1999), using a sample of 138 university instrumental music 
students reported a similar result which showed significant connections between 
perfectionism, coping styles, self-efficacy, self-esteem and MPA. Results indicated that 
lower general self-efficacy was typically accompanied by higher MPA. 
 Few studies had directly examined the relationships between self-beliefs (self-
efficacy) and behavior patterns that were manifested with MPA among children and 
teenagers. Dempsy (2015) sought to investigate a number of factors—levels of 
perfectionism, self-efficacy and gender—that might contribute to MPA. Results revealed 
that “strong relationships with anxiety were found between both perfectionism and self-
efficacy, indicating that high levels of perfectionism and low levels of self-efficacy are 
linked with high levels of music performance anxiety” (p. 67). Additionally, there was a 
range of research by McPherson and McCormick (1999, 2000, 2003, 2006) that focused 
on the relationships between self-efficacy, musical development, and achievement. In 
two studies, one involving 332 instrumentalists between the ages of 9-18 (McPherson & 
McCormick, 2003) and one involving 686 young musicians between the ages of 9-19 
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(McPherson & McCormick, 2006), results showed a strong relationship between self-
efficacy and performance, and that self-efficacy was the best predictor of the success of 
performance (p. 322). 
 The findings of my study were consistent with existing literature presented above. 
There was a strong correlation between self-efficacy and MPA, meaning that students 
viewed failure as a reflection of their ability, and they became frustrated and lost their 
confidence as a result of their mistakes. The feelings of low self-efficacy were apparent 
in all participants of this particular study. These participants are more likely to avoid the 
stressful performance situations, prone to self-doubt in their ability, prone to negative 
thoughts or being overwhelmed by worries and anxieties, and consequently their ability 
to succeed in performances is reduced. Participants expressed doubt over their ability to 
perform in front of large audiences in public situations (exams, jury, examinations, 
competitions), and experienced feelings of not being good enough and an inability to 
perform at a satisfactory level or unable to achieve certain goals. Participants often 
mentioned an inability to control their stress, worries, fears, or self-doubts regarding 
performance, which caused an interference in their ability to perform at their peak. 
Responses, such as “I cannot do that,” “I am not good enough,” or “that is beyond my 
ability” are typical of these students. 
 Results from previous literature demonstrated the impact of self-beliefs, such as 
self-efficacy, as well as perfectionism, as predictors of musicians’ music performance 
anxiety. In the current study, self-efficacy was again found to be the most important 
predictor of MPA. As the musicians’ beliefs in their musical capabilities increased, they 
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found they could manage well with their current work tasks or even more challenging 
tasks or difficult goals. Their overall self-confidence allowed them to give their best 
effort, raised their level of performance, which resulted in greater success. On the other 
hand, students with low self-efficacy believed they could not be successful and thus were 
more likely to become frustrated and lost their confidence as a result of mistakes, and 
might consider challenging tasks as threats that were to be avoided. While people with 
low self-efficacy might decide the task was impossible and gave up, people with high 
self-efficacy strived for certain goals or developed levels of competence in order to solve 
problems and overcome their failures. Implications arising from this finding were 
discussed in the final section of this chapter. 
 Self-esteem. There were many factors that contributed to high levels of MPA. 
Among all the potential factors, self-esteem and self-worth were most frequently 
mentioned in the research. Evidence from the present study supported the claim that self-
esteem had a strong relationship with MPA. Most of the participants from the current 
study viewed self-esteem and self-worth as if it was determined by how well a 
performance went and how satisfied they felt after the performance. If they were satisfied 
with their performance, they felt happy, successful and worthwhile, and thus generated 
more confidence and built a sense of self-worth by discovering their strengths. However, 
if a performance did not go well, they felt unhappy, frustrated, depressed, disappointed, 
shamed, and self-doubt increased. These strong negative emotional responses and 
appraisals negatively affected their sense of self and were detrimental to both physical 
and psychological well-being. 
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 Existing literature suggested that there was a strong relationship between MPA 
and self-esteem. Chan (2011) conducted a study of 174 participants, between the ages of 
7 and 18, by using two inventories (the State-Trait Anxiety Inventory for Children 
(STAIC) by Spielberger (1973) and the Self-Esteem Scale (SES) by Rosenburg (1965), 
and a researcher-designed questionnaire to collect participants’ demographic data, record 
their experiences and details about their methods of coping with MPA. This study 
supported the idea that self-esteem was negatively correlated with MPA. “Individuals 
who had lower self-esteem would experience higher level of music performance anxiety 
and vice versa” (p. 92). In a similar study, Ryan (1998) investigated how a piano 
performance affected children’s anxiety levels and also the relationship between music 
performance anxiety and self-esteem by using the Coopersmith Self-Esteem Inventory to 
learn more about the children’s self-esteem level. This study provided highly reliable and 
valid data to support the notion that “MPA is negatively correlated with self-esteem and 
performance quality” (Kenny, 2011, p. 89). A similar conclusion was also drawn from 
Thomas’s (2009) study. Thomas employed qualitative methods to collect data from 10 
university-level music students. Four participants tended to describe:   
 The effects that MPA has had on their work as artists, and thus how their 
deteriorated performance as a result of MPA had affected their perceptions of 
themselves as musicians. This negative impact of MPA on their ability to perform 
to the best of their abilities affected these participant’s feelings of confidence and 
self-esteem. (p. 45) 
 Thomas’s study supported the assumption that there was a strong relationship 
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between music performance anxiety and self-esteem. The relationship between self-
esteem and MPA was also examined by Beil (2010). She conducted semi-structured 
interviews with five different musicians—a pianist, a cellist, a vocalist, a classical 
guitarist, and a pianist/vocalist. The findings also suggested that self-esteem and self-
worth were strongly correlated with MPA. Statements of low self-esteem and low 
confidence were common among the five participants. Participants reported self-doubt 
regarding their ability, less confidence in general in their abilities, and feelings of not 
being good enough, which led them not to want to pursue a professional career. Findings 
obtained from my study once again confirmed that there was a close relationship between 
music performance anxiety and self-esteem. 
External Factors  
 Audience exposure and performance evaluations. Among the interpersonal and 
environmental factors proposed to affect anxiety, the major concerns for the participants 
in this study included an unclear sense of what audiences expected of them (audiences’ 
expectations) and how they were being evaluated (performance evaluations). The results 
showed that most participants became stressed when playing in front of large audiences, 
had a fear of audience disapproval, and worried about audience reactions. In addition, 
they also reported negative cognitions such as excessive fear of negative evaluation prior 
to, during, or following a performance; and even worse, some of them went to great 
extremes to avoid any possibility of being “on stage.” Anxiety had negative impacts on 
participants in a number of specific situations that involved auditions, competitions, 
juries, and solo recitals when playing in front of large audiences, peers, teachers, and 
  
182 
judges.  
 Most participants found themselves unable to perform to the best of their abilities 
when performing in front of an audience, meaning that the presence of an audience 
caused them to feel that they would fail or decrease their confidence in their ability to 
perform and increased their anxiety levels. Therefore, results obtained from this study 
showed that the presence of an audience could have a negative effect on the anxiety level 
of a performer, which was consistent with the findings of similar studies in the literature 
(Craske & Craige, 1984; Hamann, 1982; LeBlanc, 1997; Nideffer & Hessler, 1978; 
Osborne & Kenny, 2005; Papageorgi et al., 2007; Papageorgi et al., 2011). For example, a 
study by LeBlanc et al. (1997) investigated the effect of audience under three different 
performance conditions⎯performed alone in a practice room, a practice room with one 
researcher present, and in the rehearsal room with all researchers. The result showed that 
all 27 participants experienced significantly higher anxiety levels and higher heart rates 
when performing in a rehearsal room with all researchers presented. In a similar study by 
Fehm and Schmidt (2006), who explored MPA in a sample of 74 participants, between 
ages 15 to 19, attended German special music school. The result revealed that more than 
half of the sample (58.1%) reported experienced quite a high degree of anxiety 
performing solo in public recitals. MPA was exacerbated if the audience included people 
who were knowledgeable about music (36.5%) and the high importance of their judgment 
(32.7%). The result indicated that the more a performer cared about the opinion of the 
audience, the more likely that debilitating elements impacted their performance. 
Increased MPA happened when a performer shifted the focus away from the task being 
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performed and towards the attention of an audience. This finding was also consistent with 
Bandura’s (1977) self-efficacy theory that if musicians who lacked confidence in their 
abilities were often prevented from performing at a full capacity. The findings of my 
study agreed with the existing literature presented above, and had demonstrated the 
presence of an audience had a negative effect on the anxiety level of a performer.  
 Performed from memory. Having a memory slip in the middle of a live 
performance is one of the most embarrassing things that can happen to a musician. Most 
participants expressed a sense of horror over the prospect of a severe slip in memory 
while on the concert stage. Fear of a memory lapse was the greatest concern reported by 
the participants. This was because the fear was of such a high degree that it sometimes 
interfered with memory. This fear could be exacerbated by inadequate or insufficient 
preparation and a failure to establish solid memorization of the piece. A large portion of 
participants claimed to have problems performing from memory while under pressure. 
They reported experiencing memory slips at least once in their career under stressful 
conditions. They also complained that MPA interfered with concentration and affected 
memory at the moment of performance.  
 There had been various attempts to elaborate a theoretical explanation for the 
effects of anxiety on cognitive performance. Eysenck and Calvo (1992) proposed that 
anxiety and worry caused anxious individuals to perform tasks worse than non-anxious 
individuals, which in turn had a negative impact on the quality of performance. In 
addition, according to Eysenck’s Cognition Interference Theory (2010), “there are several 
different parts of cognitive system (e.g., basic perceptual process; long-term memory) 
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that could be affected by anxiety when individuals are instructed to perform complex 
tasks involving neutral stimuli” (p. 196). The result was that “anxiety impairs 
performance, especially when the task being performed is complex and attentionally 
demanding” (Derakshan & Eysenck, 2009, p. 168). The findings of my study supported 
predictions derived from Eysenek and Calvo’s (1992) accounts in which anxieties, fears, 
worry and doubts could detract from the focused attention on previously memorized 
music. Severe anxiety, which altered a performer’s focus, made it almost impossible to 
pay attention and created an inability to concentrate on the tasks required of a musician 
during a performance. Thus, the most effective approach for a successful performance 
was the ability to concentrate and to maintain focused attention.  
Cultural and Societal Factors   
 There had been little consideration of the strength of culture and society in 
influencing a musician’s level of MPA. In music research, only a few studies have 
addressed how social and cultural factors influence an individual’s level of anxiety 
(Castro & Rice, 2003; Papageorgi, 2007a; Papageorgi, 2007b; Wang & Tamis-Lemonda, 
2003; Xie & Leong, 2008). The findings of the present study extended the scope of 
previous work by showing the relationships between social and cultural factors and MPA, 
and went beyond previous research in western countries to involve differences in cultural 
context, values, and attitudes that had been ignored in the research of music performance 
anxiety.  
 Individual experiences. Based on careful examination and analysis of the data, it 
seems quite evident that the experience of MPA is complicated and varies from person to 
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person. It became even more difficult to present a universal understanding of MPA, as 
each person was different and had different experiences, and the source of each person’s 
anxiety was also unique. I compared the anxiety responses of Taiwanese students to the 
norm scores of the State-Trait Anxiety Inventory based on Spielberger’s sample of 855 
students enrolled at that the University of South Florida (Spielberger, 1983). The result of 
that comparison showed that Taiwanese students scored higher than American students 
on state and trait anxiety. Thus, in order to understand the differences in the context of 
MPA, I suggested that it was important to consider various factors including students’ 
social, familial and cultural background in order to explain how individuals differed in 
their behavior. First of all, as I had discussed in the previous sections, individual 
characteristics might influence behaviors, such as personalities, introversion, 
extroversion, trait of perfectionism, anxiety sensitivity, self-esteem, and self-efficacy. 
 Secondly, participants shared their perceptions how they viewed their early 
experiences, and how their personalities affected performance results. Unfortunately, 
most of the participants were not aware of the causes and impacts of MPA. The results of 
this study had highlighted that a previously experienced bad performance would increase 
the level of anxiety, had a negative impact on the ability to perform, and also affected 
feelings of confidence and self-esteem. This negative memory might result in a constant 
fear of the stage, and in turn, caused fear behaviors, such as increased caution, and 
activate the fight or flight response. Participants in the present study seemed to be highly 
concerned about past failures, resulting in negative effects on their musical performances. 
The result was consistent with the psychodynamic approach developed by Sigmund 
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Freud (1969) and supported by his followers. According to Weisblatt (1986) and Nagel 
(1990), an important idea in the psychodynamic approach was the view that our 
childhood experiences had a considerable influence on our behavior as adults, such as 
personality and behavior (e.g., feeling ashamed, being inadequate, and losing control). 
This implied that the reason behind some high incidences of MPA might be associated 
with social and cultural factors, such as expectations, beliefs, previous failures and past 
experiences. 
 Thirdly, technical problems, such as too little preparation, inappropriate level of 
difficulty, or muscle tension that limited the success of the performance might also play a 
role. Therefore, it was important to understand an individual student’s own strengths and 
weakness and how they were related to MPA. Factors such as an individual's prior 
learning success or failure, parental or societal expectations, musical backgrounds, 
musical identity within the class or group, life experiences, dispositions and attitudes, all 
play a role in how MPA manifested in a particular person. As teachers, when we knew 
our students deeply, we were able to consider all these factors and determined an 
individual student’s own strengths and weakness—and then applied strategies more 
precisely to a student's optimal zone for performing. 
 Taiwanese approaches to music learning. Performance fears, stage fright, 
dread, and panic were not purely personal and could not be remedied without some 
understanding of their cultural context. The results of this study showed that some of the 
students who entered Taiwanese music schools were often forced and disciplined by their 
parents to work towards high levels of technical ability and proficiency in music. The 
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educational system in Taiwan is now relying more than ever on tests that compare 
students to one another as the dominant assessment instrument. The Taiwanese 
educational system in general places more emphasis on students’ achievements and 
grades, and expects them to really perform well on those kind of standardized tests, 
which have been criticized for placing excessive pressure on students. However, tests did 
not measure the creativity and the ability to solve complex problems. A teacher’s attitude 
toward students played an important role in influencing student’s behavior. Successful 
teachers sought to inspire students to enjoy music learning and performing, to help 
students learn from discoveries of their psychological states, to develop performing skills, 
and to help students to manage their MPA during the learning process. The various 
designed strategies could facilitate students to become independent thinkers and problem 
solvers in order to help them to generate strategies or solutions for dealing with MPA. 
 Furthermore, the majority of participants in this study were well aware of the fact 
that test scores and performance results had become the basis for comparative social 
judgments. Statements such as, “I am afraid that people will think I am stupid if I perform 
badly on stage,” and “I am not good enough compared to others,” reflected how these 
approaches to education were internalized. The pressure of this “success-oriented” 
approach within the Taiwanese educational system, where productivity and achievements 
were emphasized, had been demonstrated to lead to psychological disorders such as 
extreme anxiety, depression, or stress (Papageorgi, 2007a, p. 9). Because of 
psychological anxiety, the results showed that Taiwanese students scored higher than 
American students on state and trait anxiety. It was consistent with the Xie and Leong’s 
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(2008) study which indicated that “Chinese university students reported higher levels of 
Trait Anxiety and Social Anxiety than did American university students” (p. 56), and I 
concluded that “Chinese students were more anxious, socially avoidant, and distressed 
than American students” (p. 57). So, as clearly evidenced in this study, a possible cause 
could be related to that most Taiwanese parents establishing more strict rules and limiting 
on child conduct, granting less autonomy, and expecting more obedience, academic 
excellence, proper behavior, and social norms. These expectations correlated with the 
students’ level of anxiety, and might also lead to a decrease in self-esteem. This 
overemphasis on achievement led children to focus only on outcomes rather than the 
child’s efforts, enjoyment, growth and development. This was also consistent with 
Nideffer and Hessler (1978), suggesting that if a performer over-emphasized the outcome, 
the feelings of physical and psychological tension tended to make the problem worse.  
 Familial and societal pressures. To date, most of the MPA research studies 
focused on western countries using predominantly Caucasian participants. Relatively 
little was known about the impact of MPA on different cultural groups in the broader 
world population. Only a few studies (Castro & Rice, 2003; Papageorgi, 2007a; Wang & 
Tamis-Lemonda, 2003; Xie & Leong, 2008) addressed this issue and made a connection 
between different cultural groups and their levels of MPA, including personal 
characteristics and individual differences, cognitive aspects, parent-child interactions and 
family environments (supportive or disengaged), together added to societal and cultural 
influences. In this section, I attempted to fill some of these literature gaps by analyzing 
how specific cultural values associated with anxiety development affected and related to 
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an individual’s behaviors with relation to MPA.  
 The Chinese parenting style has often been described as “controlling” or 
“authoritarian,” and characterized as having strict discipline and the culturally rooted 
expectation for greater success. These attitudes toward development increased the 
experiences of anxiety of Taiwanese children. Most Taiwanese parents focused on 
outcomes, rather than processes. When parents created a “must-win” culture, the 
enjoyment was often suppressed, and often-untenable expectations were placed upon 
their children. The results of the present study showed a strong relationship between 
MPA and its cultural contexts, including values, attitudes, parenting style, and 
expectations, indicating that a majority of the anxiety tended to be adult-driven. The role 
that parental influence had in the development of anxiety might be an important factor in 
the development of MPA. Typically, in traditional Taiwanese societies, authoritarian 
parents set strict rules for their children and were more involved in their lives. They not 
only set high expectations for their children, but also tended to exhibit a high level of 
control over their children. Denier (2004) indicated “children who grow up in 
authoritarian homes often become anxious or withdrawn or suffer from self-esteem 
problems” (p. 266). As a result, participants dealing with high levels of MPA with 
authoritative parents experienced the frequent emergence of distressing and negative 
thoughts, and these thoughts typically centered on (a) comparing self-performance to 
peers; (b) considering the consequences of failure; (c) low levels of confidence and self-
esteem during a performance; (d) excessive worry over evaluation; (e) feeling unprepared 
for performance; and, (f) loss of self-worth.   
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 Studies presenting a link between students’ achievement and societal expectations 
could also provide another explanation for the findings of this study. Taiwanese society 
seems to show more interest and concerned over children’s academic achievement than 
their more holistic development. Teachers and parents consequently have direct authority 
and power to influence students’ behavior. These constant pressures to perform well in a 
“success-oriented” society, where productivity and achievements were emphasized, 
might lead to psychological disorders such as extreme anxiety, depression, or stress. This 
was also in agreement with Nideffer & Hessler (1978), suggesting that when we placed 
family or society’s expectations on ourselves and tried to satisfy that expectation, we 
placed unnecessary pressure on ourselves, thus causing anxiety (p. 147). Participants with 
higher levels of MPA felt that they had to prove themselves to others and saw performing 
as a way to impress people. Subsequently their minds became filled with exaggerated 
worry, tension, and negative reactions, including concern over mistakes, tendencies to 
interpret mistakes with failure, and tendencies to believe that they would loose others’ 
respect and esteem after failure. They were also concerned about being observed and 
consequently avoided a variety of public performance situations. 
 These findings suggested that MPA should be examined in relation to the 
particular cultural group in which it occurred because the same social behavior could be 
perceived very differently in different socio-cultural subgroups. Therefore, an 
individual’s socio-cultural background is required to be carefully taken into consideration 
when evaluating his/her social behaviors, attitudes, beliefs, and, most importantly, 
anxiety. Researchers are encouraged to evaluate the symptoms in relation to the student’s 
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socio-cultural background, such as the student’s symptom manifestation, style of problem 
presentation, and, most importantly, the student’s own cultural beliefs about the meaning 
of anxiety symptoms. The different aspects of such cultural issues should be discussed as 
part of the evaluation process. In this way, researchers and practitioners alike may be able 
to play effective roles in identifying and assisting musicians from diverse socio-cultural 
background in their efforts to develop coping strategies appropriate for their needs.  
Manifestations of MPA 
 The majority of participants reported experiencing various physical, 
psychological, and cognitive symptoms of MPA. Symptoms of anxiety varied depending 
on combinations of internal and external factors, and each individual presented his/her 
own specific symptoms. The present results were congruent with the literature mentioned 
above. Participants’ experiences with MPA were a combination of cognitive, 
physiological and behavioral responses to anxiety. In the next section, I discuss the 
features of the MPA responses in terms of the three main components: physical, 
psychological, and behavioral.   
 Physical manifestations experienced by participants included cold hands, shaking 
hands and legs, increasing heartbeat, shortness of breath, and muscle tightness. Similar to 
other studies (e.g., Abel & Larkin, 1990; Bartel & Thompson, 1994; Kenny, 2011; 
Kirchner, 2002; Kuan, 2012; Wesner, et al., 1990), it appeared that MPA was normally 
accompanied by a variety of physical symptoms affecting the performance quality, and 
inhibited motor skills control and feelings of uncertainty for the performer. For example, 
Wesner et al. (1990) conducted a sample of 302 students and faculties at the University 
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Iowa, investigating their experiences with and attitudes about MPA. Thy found that 21% 
of their sample reported significantly higher anxiety levels, and 16% said MPA was 
severe enough to impair the quality of their performance. Participants experienced a 
range of different symptoms, and the most frequent symptoms reported were poor 
concentration (63.3%), rapid heart rate (57.1%), trembling (45.8%), dry mouth (42.6%), 
sweating (42.6%), and shortness of breath (39.6%). In a similar study, Abel and Larkin 
(1990) examined physiological responses (heart rate, systolic-blood pressure, diastolic-
blood pressure), self- report measures, and confidence in 22 undergraduate music 
students from West Virginia University before a jury. These participants exhibited 
significantly greater increases in heart rate, blood pressure, and self-reported anxiety 
before a jury. Abel and Larkin found that increased in heart rate under stressful 
performance conditions could result in less confidence and was likely to be more anxious. 
 In my study, the most frequent reported physical symptoms were accelerated heart 
rate, cold hands, shaking, and muscle tension. The majority of the participants seemed 
not to have control over these symptoms. These body changes associated with anxiety 
had the negative effects of hindering the coordination required to play well. All the 
participants in this study claimed that these physical symptoms interfered with their 
ability to concentrate and even undermined their confidence, resulting in performances 
that were well below their true abilities. Accordingly, the findings of present study were 
congruent with the studies mentioned above. 
 Psychological symptoms experienced by participants included apprehension or 
worry, increased irritability, panic, negative thoughts, fear of making mistakes, feeling of 
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inadequacy and fear of disapproval. Many respondents also experienced cognitive 
interferences such as distracting thoughts, fear of losing control, blocking, impaired 
motor coordination, inability to focus, and lack of concentration due to mental 
distractions, memory lapses, and loss of confidence. Their excessive worrying centered 
on future events, past behaviors (experiences), social acceptance (judgment), family 
matters, personal abilities, and finally, the outcome of the performances. The result was 
consistent with Lehrer et al. (1990), suggesting a strong correlation (r = .66, p < .001) 
between worry and debilitating performance anxiety. In a similar study, Salmon et al. 
(1995) also indicated that anticipatory worry, apprehension before playing, fear of 
making mistakes, and worry about audience reactions were found to have negative effects 
on performance quality.  
 This fear and worry could arise days, weeks, or even months before the actual 
event. But, in fact, the majority of participants reported their worry was often a fear of 
uncertainty and self-generated. Often, when people worried; they anticipated the feared 
situation in their minds and as a protection response contemplate potential coping 
strategies. In essence, people attempted to resolve problems that they envision might 
occur. But more often, worrying was unproductive—it wasted time and energy and made 
people feel needlessly tense and anxious without producing a solution or resulting in any 
concrete problem-solving strategies. At such times under tremendous pressure and very 
tense or emotional stress, these distractions limited an individual’s ability to concentrate 
and reduced his/her ability to focus on the task at hand. Those interferences had negative 
effects on the performance resulting in decreased musical abilities, such as memory 
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lapses, loss of technical controls, mind blanks, lack of musical expressiveness and, 
ultimately, fear of performing. These negative impacts of MPA weakened these 
participants’ feelings of confidence and self-esteem. They tended to doubt themselves 
and feel incompetent, suffer from frustration, and have a difficult time believing in 
themselves. This result was in agreement with previous findings discussed above in the 
self-esteem section (p. 162-164). 
 Behavioral symptoms experienced by participants were sometimes linked to 
previous failures on stage. Behavioral responses to these concerns regarding fear of 
embarrassment included avoiding performances and auditions, postponing a recital, and 
simply giving up on performing. Participants judged themselves on the basis of the 
results of their performances, and a poor performance resulted in low self-esteem. As 
noted earlier, one solid link did seem to exist between self-esteem and performance (Beil, 
2010; Chan, 2011; Kenny, 2011; Ryan, 1998). Upon examination of the data, many 
participants who suffered from MPA continuously doubted their abilities, felt uncertainty 
about performance outcomes and consequences, which caused them to become intensely 
discouraged and lost interest in performing. The finding of my study was consistent with 
the recent study by Studer et al. (2016) who found that stage fright was experienced as a 
severe problem among university music students, and produced negative impacts on their 
careers as musicians. 25% of the students struggled confronting MPA issues and decided 
to avoid public performance situations all together, and “11% declared that they had 
broken of or interrupted a public performance because of stage fright” (p. 766).  
 Many participants in my study wondered whether they should pursue public 
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performance at all, or choose to play in chamber ensembles, rather than as soloists. Two 
participants expressed how MPA interfered with their career as performing musicians and 
led them to leave the profession to pursue music educator careers instead.  
Implications of the Study 
 A number of implications arise from the current analyses. This study presents 
some intriguing findings in regard to MPA in college piano majors in Taiwan. The 
finding of this study indicated that MPA is a concern for a significant majority of college 
piano majors in Taiwan, and most of them have experienced MPA in some form and to 
various degrees. These struggling students have multiple problems: the initial obstacle 
that derailed the learning process; powerful fears that inhibit performing; negative 
feelings about themselves; fear of failure; lack of confidence; and constant critical 
feelings towards their own performance and themselves. Research shows that when 
students feel that their teachers or parents disapprove, their diminished self-esteem may 
result in lower motivation, frustration and behavior problems, and memory lapses (Lee, 
2002; Stedman, 1987).  
 The present study furthermore showed that those who struggle with MPA do not 
often seek professional help or conversations with any of their teachers. It seems there is 
a considerable need for more assistance to help students increase their own control over 
the situation, and devise coping strategies to manage MPA before the condition becomes 
debilitating. As a result, performance anxiety has to be dealt with at an early age. If this 
can be recognized early in musicians’ careers, they can start to learn to cope with the 
symptoms; it can become part of their learning process as musicians. Despite the fact that 
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recent advances in the investigation and measurement of MPA in children and 
adolescents have improved our knowledge of the phenomenology and the effects of MPA 
(Dempsey, 2015; LeBlanc et al., 1997; Osborne & Kenny, 2005; Ryan, 1998, 2000, 2004, 
2005; Ryan & Boucher, 2011), it is also important for teachers and parents to pay 
attention to students’ psychological and physiological states as well as musicianship for 
establishing potential for future growth and development, and to prevent the early 
occurrence of MPA in their musical training processes.  
 Other strategies for building students’ confidence include descriptive praise, 
supportive self-talk, optimistic expectations and a positive performance experiences. One 
solution that professor Yang suggests, which might assist students who are struggling 
with MPA, is to look for opportunities to play particularly when the audience is a positive 
and supportive group in a low stress performance environment. It is also suggested that 
the role of the teacher should be friendly, encouraging and motivating. The teacher can 
make confidence-building activities part of regular performance practice, and pay close 
attention to the individual characteristics, such as a student’s learning style, personality, 
talents, and cultural background that must all be considered. It seems that if teachers 
understand the components of MPA, they might be able to recognize it earlier in students 
and develop personalized instructions according to their individual characteristics with 
more adaptive coping strategies.  
 For musicians at the college level or professional musicians who suffer severely 
from MPA, they could start to learn to cope with the symptoms. A mental skills training 
program should be incorporated into the music training curricula to improve students’ 
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capacity to focus on music preparation skills including learning ability, practice habits 
and music memorization. Educating musicians to understand the symptoms of MPA will 
positively help to build student confidence, increase self-efficacy and motivation. Coping 
strategies that encompass the physiological and psychological skills should become part 
of their learning process for musicians, such as lessons in stress management, 
opportunities for practice performances, diagnosis of tension and anxiety, and instruction 
in progressive muscle relaxation techniques. 
Limitations of the Study 
 Important conclusions on the acquisition of students’ experience with MPA have 
been drawn as a result of the findings of this study. However, there are some limitations. 
First, participants in this study were drawn from three universities located in southern 
Taiwan, which may not be representative of pianists of other colleges or universities in 
Taiwan, further limiting the generalizability of the conclusions. Second, the participants 
represented by these samples were unevenly distributed in terms of gender. The majority 
of the sample was female. The small percentage of males in the study places limitations 
on the results in terms of interpreting gender differences. Third, since only a small 
number of participants were interviewed in this study, in order to obtain greater in-depth 
information, a larger sample size would help produce more significant results. Fourth, the 
study focused solely on pianists, and they only represent a fraction of the population of 
musicians in Taiwan. Thus, the overall experiences of MPA in this study cannot be 
generalized to the entire population of Taiwanese musicians. 
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Recommendations for Further Study 
 This research provides an in-depth description of the experiences of MPA in 
college piano major students in Taiwan, how their approaches to learning affect 
performance issues, and how they deal with elements of Musical Performance Anxiety. 
Based on the findings of the present study, the following recommendations are made for 
further research.  
 Future research could be conducted to compare or add more musicians of 
different instruments in order to obtain more generalizable responses. The relationship 
between the type of instrument played and effects of MPA experienced could also be 
investigated. Furthermore, the directions for future research can include cross-cultural 
studies to investigate and compare how different experiences of MPA may occur between 
different cultures. Discussions may include cultural considerations, such as values, 
beliefs and attitudes within cultures in order to better understand how particular cultures 
experience MPA.  
 The findings indicate that some teachers are not aware of students’ psychological 
needs or do not address common performance issues concerning focus, concentration, 
and nerves, nor do they offer guidance in finding mental stability, self-exploration, and 
implementation of personalized management strategies that can contribute to successful 
performance experiences. This type of individualized guidance (that is not currently 
occurring for these Taiwanese participants) could help the performers to identify and 
address key components of the distinct causes and symptoms of MPA. Additionally, 
certain personality characteristics and individual differences—such as personality traits, 
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self-esteem, self-efficacy, and perfectionism—seem to be linked to the intensity of MPA. 
Therefore, additional research is needed and deserves more focused attention by music 
researchers to better understand the causes and effects of MPA.  
 Vulnerability to anxiety is usually determined by a combination of factors 
(individual, environmental, situational) rather than a single factor. Thus, a detailed 
longitudinal study may also be beneficial to researchers and health practitioners, with the 
goal of helping performers to understand their past performance experiences, behaviors, 
cultural backgrounds, possible treatments, and the effects of MPA. Additional research 
may help teachers and performers to find ways to effectively decrease MPA. Moreover, 
there is need to gain better insight into the problem by comparing musicians’ learning and 
practice methodologies and preparation behaviors as well as different stages of musical 
and personal development for those who report high MPA and those who are relatively 
unaffected.  
 In my study, I focused on high anxiety musicians. Future studies could compare 
the effects of how the presence of an audience influences the performance of low to high 
anxiety, including their tension levels, physiological symptoms, and positive versus 
negative emotional experiences. Future anxiety research also needs to investigate the 
differences in behaviors between low and high musicians, such as different goal 
orientations and motivation / achievement outcomes, or different cognition control 
abilities (highly anxious versus calmness). These contradictory findings may provide 
some useful insights in future research. 
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Conclusion 
 Being a performing musician today in the current Western classical music 
tradition is highly demanding and stressful. To maintain the highest levels of 
performance, a musician needs the ability to control physical, emotional, and mental 
strength, and overall confidence to achieve successful performances. Preventing the early 
occurrence of MPA in musical training processes and addressing this phenomenon during 
the preparation stage of young musicians should be a high priority for all music 
educators. Thus, it is important to develop educational programs designed to understand 
how MPA develops, to help musicians improve personal confidence, and enhance 
motivation and skills in managing anxiety in order to contribute to developments in 
preventing and/or managing problems related to MPA.  
 The majority of the musicians in Taiwan, including music educators, are unaware 
of the presence and effects of MPA and its potential impact on the overall quality of 
musical performances. Several of the participants reported they felt helpless, struggled 
with MPA, and unsure how to manage it, and the issue was never addressed by any of 
their teachers. They tend to rely on mindless repetition learning strategies that are easily 
corrupted by stress. Such rote learners tend to repeat endlessly in practice rooms to 
develop “muscle memory” and will typically be extremely anxious in pressure-filled 
performance situations (e.g., auditions, competitions, or solo recitals), because they are 
psychologically fragile that it doesn’t hold up under pressure. Therefore, it would be 
beneficial for music educators or applied music teachers to seek ways to effectively 
reduce students’ MPA and to increase the understandings of why the possible reasons 
  
201 
undermine some students’ performances. 
 The present study shows how specific cultural values, briefs, attitudes, parenting 
styles, and expectations associated with anxiety development and affect an individual’s 
behaviors. For example, children in Taiwan are under strong parental pressure to achieve 
academically, and their parenting styles, children under a controlling, punitive, and less 
supportive type of parenting style may develop psychological symptoms such anxiety, 
low self-esteem and depression, but little attention has been paid to the association 
between the strength of cultural perspectives and a musician’s level of MPA. In addition, 
the findings of the present study provide useful information in understanding that MPA 
has multidimensional constructs that often affect musicians during their musical 
performances and that can have serious negative impacts on musicians. This study 
provides evidence that experiences of MPA are constructed of many factors, and which 
appear significantly correlated with MPA including internal factors (perfectionism, self-
efficacy, self-esteem and confidence), external factors (evaluations and critical audience, 
performed from memory, other environmental factors), and the cultural and societal 
factors (teacher’s and parents’ pressures).  
 Evidence from this study suggests that it is important for parents and music 
educators to be aware of how negative evaluation, high expectation, and continual 
criticism can create personal doubt. An increase in self-doubt, worries, negative thoughts, 
images of failing, and fear of rejection regarding abilities will negatively affect overall 
musical performance. However, encouragement that focuses on effort and improvement, 
and emphasizes the process rather than the outcome, can enhance the overall sense of 
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self-worth, personal confidence, and self-respect in which a musical performance can be 
enhanced. Hopefully, this study will bring to light the symptoms of and possible coping 
strategies for MPA for students, parents and teachers.  
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APPENDIX A 
Referral Letter  
Dear Colleagues, 
 I am completing my doctorate in Music Education at Boston University and I am 
currently looking for people to participate in my research. My dissertation study is titled 
“Music performance anxiety among college piano majors in Taiwan.” To be eligible to 
participate in this research study, the prospective participants must be college piano 
major students and piano faculty members at Tainan National University of the Arts, 
Tainan University of Technology, and National University of Tainan in Taiwan.  
 The purpose of my research study is to investigate the experiences of Taiwanese 
college pianists in terms of music performance anxiety. Music performance anxiety often 
begins early in musical development, and many characteristics of the disorder remain into 
adulthood. These factors influence how children grow up, their personality development, 
and also impact their musical development. Addressing issues related to music 
performance anxiety at an early stage of the development process for musicians with 
effective physical, technical and psychological preparation techniques will allow students 
to grow in their self-confidence as performers. Therefore, this research will investigate 
the experiences of MPA among Taiwanese college pianists and their piano instructors. I 
will seek to understand how the student participants’ anxiety developed, and their 
experiences with coping strategies during practice sessions and performances. Moreover, 
the applied music teacher is perhaps the most influential person on student’s musical 
development, because teachers not only transmit musical abilities and values to students 
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but also serve as role models.  
The research study involves the completion of two questionnaires, which will take 
approximately 30 minutes to complete. An interview will be conducted with the students 
who score at the extreme high of the anxiety scales, and the interview with each student 
will last approximately one hour. The interview will be audio recorded.  
Responses will be reported with pseudonyms to protect the anonymity of the 
participants. Participation in the study is voluntary and participants may choose not to 
participate and may withdraw from the study at any time.  
If students are interested in learning more about this study, please review the 
enclosed information sheet and please contact the Principle Investigator, Pei-Chuen Liu, 
at patliu@bu.edu or call at (530) 231-5092. They may also contact Dr. Gray, my 
dissertation advisor at lori.gray@umontana.edu. Thank you for your referral.  
Sincerely, 
Pei-Chuen Liu 
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APPENDIX B 
Information Sheet 
  
 
Dear Participants: 
My name is Pei-Chuen Liu, a DMA student in the School of Music at Boston 
University. You are invited to participate in a research study entitled “Music performance 
anxiety among college piano majors in Taiwan.” To be eligible to participate in this 
research study, potential participants must be college piano major students and piano 
faculty members at Tainan National University of the Arts, Tainan University of 
Technology, and National University of Tainan in Taiwan. 
The purpose of my research study is to investigate the experiences of Taiwanese 
college pianists in terms of music performance anxiety. Music performance anxiety often 
begins early in musical development, and many characteristics of the disorder remain into 
adulthood. These factors influence how children grow up, their personality development, 
and also impact their musical development. Addressing issues related to music 
performance anxiety at an early stage of the development process for musicians with 
effective physical, technical and psychological preparation techniques will allow students 
to grow in their self-confidence as performers. Therefore, this research will investigate 
the experiences of MPA among Taiwanese college pianists and their piano instructors. I 
will seek to understand how the student participants’ anxiety developed, and their 
experiences with coping strategies during practice sessions and performances. Moreover, 
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the applied music teacher is perhaps the most influential person on student’s musical 
development, because teachers not only transmit musical abilities and values to students 
but also serve as role models.  
The research study involves the completion of two questionnaires, which will take 
approximately 30 minutes to complete. An interview with the students who score at the 
extreme high of the anxiety scales will be performed, and the interview with each student 
will last approximately one hour. The interview will be audio recorded.  
Risks to participants are considered minimal. There will be no costs for 
participating, nor will you directly benefit from participating. Information in all files, 
notes, and recordings are confidential and individual names or initials will not be used 
during or after publication of the study. To ensure confidentiality, all identifiable data, 
including participants’ names, contact information, and other identifiable information 
will be numerically coded and linked to names of subjects and data. Data from this study 
will be saved on the researcher’s password-protected computer in a locked room and only 
accessible to the Principal Investigator, Mrs. Liu, and her dissertation advisor, Dr. Gray.  
 Your participation in the study is voluntary and you may choose not to participate 
or to withdraw from the study at any time.  
If you are interested in learning more about this study, please email the Principle 
Investigator, Pei-Chuen Liu, at patliu@bu.edu. You may also contact Dr. Gray, my 
dissertation advisor at lori.gray@umontana.edu 
We appreciate your interest in this research. Thank you!  
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Music performance anxiety among college piano majors in Taiwan 
 
 
  I am interested in learning more about this study.  Please contact Pei-Chuen Liu at 
      patliu@bu.edu  
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APPENDIX C 
Permission Letter 
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APPENDIX D 
Student Informed Consent Form 
  
 
Informed Consent to Participate as a Subject in Research 
Dear Participants: 
 My name is Pei-Chuen Liu, and I am a DMA student in the School of Music at 
Boston University. I am studying for my doctorate in music education and I am 
conducting a research study on “Music performance anxiety among college piano majors 
in Taiwan.”  
 The purpose of my research study is to investigate the experiences of Taiwanese 
college pianists in terms of music performance anxiety. Music performance anxiety often 
begins early in musical development, and many characteristics of the disorder remain into 
adulthood. These factors influence how children grow up, their personality development, 
and which also apply to their musical development. To address the issues of music 
performance anxiety in an early stage of development process for musicians with 
effective physical, technical and psychological preparation will allow students to grow in 
their self-confidence as performers. Therefore, this research will investigate the 
experiences of MPA among Taiwanese college pianists and their piano instructors. I will 
seek to understand how the student participants report that their anxiety developed, and 
their experiences with coping strategies during practice sessions and performances. 
Moreover, as we know that applied music teacher is perhaps the most influential person 
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on student’s musical development, because teachers not only transmit musical abilities 
and values to students but also are role models. Therefore, this research seeks to identify 
if college piano professors in two cultures use any different teaching strategies, methods 
and techniques in teaching private piano students and how the professors help students to 
deal with music performance anxiety. 
This study consists of a two written questionnaires and an interview. The first 
questionnaire asks about potential anxiety you may experience between temporary or 
emotional state anxiety and long standing personality trait anxiety. The second 
questionnaire consists of questions concerning the recital experiences of performing 
musicians. After completion of both questionnaires, an interview will be conducted, 
which will be audio taped in order to obtain accurate data.  
Participation in this research will require no more than half an hour of your time. 
The result will be analyzed with the information resulting from your participation, and all 
the information will be assured both confidentiality and anonymity. Your participation in 
the study is voluntary and you may withdraw or choose not to participate from the study 
at any time.  
If you have any question about this research study, please feel free to contact me at 
(530) 231-5092 or email at patliu@bu.edu. You may also contact Dr. Gray, my 
dissertation advisor at lori.gray@umontana.edu. Thanks for your participating. 
If you agree to participate in this research study, please sign your name below. One 
copy of this form should be returned to the researcher. Another form with a project 
description should be kept by the participant.  
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I agree for my participation in this research on music performance anxiety. The 
procedure for this study involves two written questionnaires and an interview, and I 
understand that my anonymity is assured. Any reports resulting from this research shall 
identify me neither by name nor initial. In addition, I have furnished with the researcher’s 
contact information, and a copy of this form. I understand that I may withdraw my 
participation at any time for any reason.  
 
 
 Name                                          Signature                                           Date                           
 
 Home address  
 
 E-mail address 
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APPENDIX E 
Piano Faculty Member Informed Consent Form 
 
  
 
Informed Consent to Participate as a Subject in Research 
 
Dear Faculty Member, 
 My name is Pei-Chuen Liu, and I am a DMA student in the School of Music at 
Boston University. I am studying for my doctorate in music education and I am 
conducting a research study on “Music performance anxiety among college piano majors 
in Taiwan.”  
 The purpose of my research study is to investigate the experiences of 
Taiwanese college pianists in terms of music performance anxiety. Music performance 
anxiety often begins early in musical development, and many characteristics of the 
disorder remain into adulthood. These factors influence how children grow up, their 
personality development, and which also apply to their musical development. To address 
the issues of music performance anxiety in an early stage of development process for 
musicians with effective physical, technical and psychological preparation will allow 
students to grow in their self-confidence as performers. Therefore, this research will 
investigate the experiences of MPA among Taiwanese college pianists and their piano 
instructors. I will seek to understand how the student participants report that their anxiety 
developed, and their experiences with coping strategies during practice sessions and 
performances. Moreover, apparently applied music teacher is perhaps the most influential 
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person on student’s musical development, because teachers not only transmit musical 
abilities and values to students but also are role models. Therefore, first of all, I will be 
conducting two questionnaires, so that I can gain a general view of how participants 
express their attitudes, beliefs, feelings, and personalities toward the topic of music 
performance anxiety. After completion of both questionnaires, the qualitative open-ended 
interviews will be conducted in order to obtain accurate and detailed views from students 
and applied piano faculty members.  
Participation in this research will require no more than half an hour of your time. 
These interviews will be audio taped. The result will be analyzed with the information 
resulting from your participation, and all the information will be assured both 
confidentiality and anonymity. Your participation in the study is voluntary and you may 
withdraw or choose not to participate from the study at any time.  
If you have any question about this research study, please feel free to contact me at 
(530) 231-5092 or email at patliu@bu.edu. You may also contact Dr. Gray, my 
dissertation advisor at lori.gray@umontana.edu. Thanks for your participating. 
If you agree to participate in this research study, please sign your name below. One 
copy of this form should be returned to the researcher. Another form with a project 
description should be kept by the participant.  
I agree for my participation in this research on music performance anxiety. The 
procedure for this study involves an interview, and I understand that my anonymity is 
assured. Any reports resulting from this research shall identify me neither by name nor 
initial. In addition, I have furnished with the researcher’s contact information, and a copy 
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of this form. I understand that I may withdraw my participation at any time for any 
reason.  
 
 
 Name                                          Signature                                           Date                           
 
 Home address  
 
 E-mail address 
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APPENDIX F 
State-Trait Anxiety Inventory  
 
 Thank you for your interest in this research study entitled “Music performance 
anxiety among college piano majors in Taiwan.” The purpose of my research study is to 
investigate the experiences of Taiwanese college pianists in terms of music performance 
anxiety. The result of the questionnaire will be used in my dissertation research at Boston 
University. The completion of the questionnaire is voluntary, and you may stop 
answering questions at any time. The questionnaire has two parts and contains 
approximately 60 questions. It will take approximately 30 minutes to complete. After 
completion of the questionnaire, we may like to contact you in the future for a follow up 
interview as part of this study.  
 The information collected in this research project will be kept confidential. All 
identifiable data, including your names, contact information, and other identifiable 
information will be numerically coded and linked to names of subjects and data and will 
not be used in the published results of the study.  
 If you have any questions about this study, you may contact Pei-Chuen Liu at 
patliu@bu.edu. You may also contact my advisor, Dr. Gray at lori.gray@umontana.edu. 
You may obtain information about your rights as a research subjects by calling BU CRC 
IRB Office at 617-358-6115.  
I have read the above statement and wish to complete the questionnaire. 
 
 Yes (continue to complete the questionnaire) 
  
 No (exit) 
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Permission Letter for Use the State-Trait Anxiety Inventory Copyright Material 
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Sample Items from the State-Trait Anxiety Inventory  
The S-Anxiety scale consists of 20 statements that evaluate how participants feel “right 
now, at this moment.” 
 Not at all Somewhat Moderately so Very much so 
I feel calm 1 2 3 4 
I feel secure 1 2 3 4 
 
The T-Anxiety consists of 20 statements that assess how participants feel “generally.” 
 Not at all Somewhat Moderately so Very much so 
I feel pleasant 1 2 3 4 
I feel nervous and restless 1 2 3 4 
I feel satisfied with myself 1 2 3 4 
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APPENDIX G 
Performance Anxiety Inventory 
?
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APPENDIX H 
Chinese Version of Questionnaires 
 
????????????????????????????????????
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 ???????	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??????????????	 ??????????????????????
???????????????????????????????????
????????????????????????????????????
?????????????????	 patliu@bu.edu????????????
?	 ???	 ????	 lori.gray@umontana.edu????????????????????
?????	 ??	 ???	 ???617-358-6115??
 
 
?????????????????????????	 
 
 ?	 ? ??????	 
 
 ?	 ? ??????	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Sample Items from the State-Trait Anxiety Inventory⎯Chinese Version 
Developed by Charles D. Spielberger 
Chinese Adaption (1986) of the STAI (Form Y) 
Developed in Taiwan by Dr. Emily Miao 
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STAI Form Y-1	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STAI Form Y-2 
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Performance Anxiety Inventory	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APPENDIX I 
Interview Questions for Students 
 
 Thank you for taking part in this research study exploring music performance 
anxiety among college piano majors in Taiwan. This research is being conducted as part 
of my dissertation work at Boston University. You have been chosen to be part of the 
interview session. The interview will last approximately one hour. If you agree, the 
interview will be audio recorded. Your participation in this study is entirely voluntary. 
You may refuse to answer individual questions and you may withdraw at any time. The 
information collected in this research project will be kept confidential. If you have 
concerns about any aspect of this study, you may contact me, the Principle Investigator, 
Pei-Chuen Liu, at patliu@bu.edu or call at (530) 231-5092. You may also contact Dr. 
Gray, my dissertation advisor at lori.gray@umontana.edu or to the Boston University 
IRB Office at 617-358-6115.  
Personal Information and Music Education Background 
Demographic Information 
1. Age 
2. Gender 
3. Race (where are you born?) 
4. School 
5. Program of Study 
6. Years of Study 
7. Age when you started formal piano training? 
8. Age of your first public performance? 
 
Personality 
1. What’s your personality like? Introversion or Extroversion?  
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2. Are you a perfectionist?  
3. What are your attitudes and feelings toward performance rating, criticism, or 
examination failure? 
Musical Development and Motivation 
1. What made you decide to become a piano major? 
2. Do you grow up in a musical family?  
3. Do you grow up in a supportive musical community? 
4. Do you surround with variety of music exposure and musical enrichment of the 
environment? 
5. How does your family’s position influence your decision of becoming a 
musician? In a supportive way or forcefully? How does it make you feel? 
6. Does anyone in your family give you any supportive advice or encouragement 
toward musical development? 
7. Are your parents critical with high expectation on you? 
8. Can you describe your music learning (training) process?  
9. When you approach to music learning, are you more autonomous and intrinsic 
motivation or more depend on others and less intrinsically motivated? 
Performance Experiences 
Performance Experiences 
1. How often do you perform in public? (solo or chamber?) 
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2. Have you had any especially good performance experiences without anxiety in 
your musical career? (Please describe under what circumstances or conditions 
made it successful?) 
3. What was the most anxiety-filled performance experience that you could 
remember in your musical career? (Please describe the situation and your physical 
and psychological state at the time.) 
4. What is your last public performance? When? Where? What were your feelings 
before the performance? During? After? 
Performance Anxiety Issues 
1. How would you define anxiety? Please describe any specific mental and physical 
body changes or symptoms before a performance? Such as: 
__________Increased heart rate __________Stomachache 
__________Tightness and tension __________Hand tremors 
__________Increased sweating __________Tremors voice 
__________Difficult breathing __________Hard to concentrate 
__________Headache __________Freezing responses 
 
2. What are your feelings and though about MPA (physically and psychologically) 
• the day before the recital? 
• when you arrive at the place of the recital? 
• when you practice before the recital? and your practice routine at the recital day? 
• when you sit at the piano to play? 
• when you are playing? 
• after you finish playing? 
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3. In what situations make you nervous as a performer? 
4. What are some of the factors, such as large audience, examinations, competitions, 
and solo recital, that contribute to an increase in performance anxiety for you? 
5. How severe would you rate your MPA? 
 Beliefs and Self-Efficacy  
1. When you faced obstacles, difficulties and challenges, do you try to achieve your 
goals in spite of difficulties or do you avoid further challenges and give up in the 
pursuit of task mastery? 
2. What are your beliefs in terms of success and failure in music performance? What 
elements constitute a successful performance for you? 
3. Do you believe in your own ability and capacity in accomplishing the desired 
goal? 
Treatments and Coping Strategies used in MPA 
1. Has you teacher helped you to deal with your MPA? And how? 
2. Describe some of the techniques that your teacher used in working with you on 
the issues of MPA. 
3. How do you prepare yourself for preventing MPA and how much are you able to 
control it? 
4. Have you used any coping strategies that you personally have found helpful to 
ease your performance anxiety? 
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5. Have you ever taken any performance anxiety treatments or performance 
enhancement classes before? Please describe how effective the treatment was in 
terms of your performance quality. (These treatments or strategies may include: 
breathing, Biofeedback, Jacobson’s Progressive Muscle Relaxation, Hypnosis, 
Drug, Alexander Technique, and Performance Enhancement Classes...etc)  
Comments 
1. In your opinion, do you think that information about MPA should be introduced 
in an early stage of musical development process?  
2. Anything else that you would like to add to this topic? 
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APPENDIX J 
Interview Questions for Faculty Pianists 
 Thank you for taking part in this research study exploring music performance 
anxiety among college piano majors in Taiwan. This research is being conducted as part 
of my dissertation work at Boston University. The interview will last approximately one 
hour. If you agree, the interview will be audio recorded. Your participation in this study 
is entirely voluntary. You may refuse to answer individual questions and you may 
withdraw at any time. The information collected in this research project will be kept 
confidential. If you have concerns about any aspect of this study, you may contact me, 
the Principle Investigator, Pei-Chuen Liu, at patliu@bu.edu or call at (530) 231-5092. 
You may also contact Dr. Gray, my dissertation advisor at lori.gray@umontana.edu or to 
the Boston University IRB Office at 617-358-6115.  
Personal Information and Music Education Background 
Demographic Information 
1. Age 
2. Gender 
3. Race (where are you born?) 
4. Education (Major and Year) 
5. School (Bachelor’s degree, Master’s degree, Doctorate) 
6. Age when you started formal piano training 
7. Age of your first public performance? 
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Music Education Background 
1. Can you talk about your previous music training?  
2. What made you decide to become a pianist and a college professor? 
3. How often do you perform a solo recital? How many solo recitals you 
have been played?  
Personality Characteristics 
1. What’s your personality like? Introversion or Extroversion?  
2. Are you a perfectionist?  
3. What are your attitudes and feelings toward performance rating, criticism, or 
examination failure? 
Teaching Style 
1. What are your attitudes and characteristics toward teaching? 
__________Entertaining __________Discipline 
__________Friendly __________Rigid 
__________Motivate __________High demanding 
__________Encourage __________Force or Punishment 
 
2. When your students face obstacles, difficulties and challenges, do you try to help 
them to accomplish the goals? What would you do to help them technically and 
psychologically? 
3. Have you ever concerned your students’ psychological aspects toward 
performance? 
4. Do you give your students any advice or encouragement about their public 
performance? In a positive way? or In a negative way? 
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Performance Anxiety Issues 
Personal Experiences 
1. Have you ever experienced MPA before? When? Where? What were your 
feelings and thought before, during and after the recital? 
2. How would you define anxiety? Please describe any specific mental and physical 
body changes or symptoms before a performance? Such as: 
__________Increased heart rate __________Stomachache 
__________Tightness and tension __________Hand tremors 
__________Increased sweating __________Tremors voice 
__________Difficult breathing __________Hard to concentrate 
__________Headache __________Freezing responses 
 
 
3. What kinds of situations make you nervous as a performer? Such as: 
__________Large audiences __________An audience of an evaluator 
__________Noisy sound __________Other faculty members 
__________Temperatures (too hot/too cold) __________People you know 
__________Conditions of the piano __________Music reviewer  
  
4. How was the intensity of MPA during your performance?  
5. How do you prepare yourself for preventing MPA and how much are you able to 
control it? 
Teaching Experiences 
1. Throughout your teaching experiences, what are the positive and negative effects 
of anxiety on technique and expression in a public performance? 
2. What, if any, teaching methods, strategies, and techniques are used to address and 
improve the students' ability to cope with MPA? 
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3. Throughout your teaching career, is any way to prevent MPA early from 
becoming a debilitating experience for students? 
4. How do you prepare your student for preventing MPA before performing a big 
concert or competition? 
5. Some say there is a connection between memorization and anxiety. Please 
describe what memorization techniques you have used and have worked for you. 
Does memorization problem increase your anxiety level? 
6. Let’s continue from the previous question. How would you say or teach your 
student if your student suffers from memorization problem and that increase 
his/her anxiety level? 
Coping Strategies 
1. Have you used any coping strategies that you personally have found helpful to 
ease your performance anxiety? 
2. Have you ever taken any performance anxiety treatments or performance 
enhancement classes before? Please describe how effective the treatment was 
in terms of your performance quality. (These treatments or strategies may 
include: breathing, Biofeedback, Jacobson’s Progressive Muscle Relaxation, 
Hypnosis, Drug, Alexander Technique, and Performance Enhancement 
Classes...etc)  
Comments 
 1. In your opinion, do you think that information about MPA should be     
                introduced in an early stage of musical development process?  
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 2. Anything else that you would like to add to this topic? 
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